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INTRODUCTION. 


Interyals. 


While 记 must be supposed，that 切 e elements of musical scienace are fa- 
miliar to everyone about to take up he art of composition,，I deem 让 advi- 
Sable to preface my treatise on Harmony with a short review of the sub- 
ject of 一 ;zteroal1s 一 8 any uncertain conceptions on this ground might easily 
pirove 8 hindrance to a thorough knowledge of 百 armony. 

The term >Interval“ represents the mutual relation of the tones with re- 
gard to their position in the scale，The lower tone of an interval is called 
如 be 一 Adaxpeztal tone. 一 The naines of the intervals have their derivation in 
the Latin Ordinals，designatipg numerically the steps between fundamental 
tone and Upper tone. 


Prime Second 


Third Bourth 。 开 fth Sixth Seventh ”0ctave 


The raising or lowering of a tone of an interval causes no change 记 
its name，while the distance between the two tones is widened or shortened. 

To obtain a clear view of such alterations of intervals, we will arrange 
the jatter jnto two groups: 

了 9z0UO COmprising: yczge (major)， smaaZ1 (mainor), auwgoaented and dioaiziisjed 
intervals;i (to which belorig Seconds，Thirds，Sixths and Sevenths). 

7 grox2 comprising: pex1ecb5 oagoaented and diznioisjped intervals; (to which 
belong: Primes，Oetaves，Fifths and Fourths). 

Minor intervals are half a tone smaller than major intervals; augrmen- 
ted intervals are half a tone larger than either maior or perfect ones; while 
diminished intervals are half a tone Smaller than minor or perfect intervals. 

Al intervals having for their 名 ndamental tone the first degree of the 
major scale are either major or perfect. 

Let us now ascertain the number of whole and semi-tones contained in 
each of these intervals，thus establishing a Scale or mediurm of comparison 
for al intervals: 


A major Second contains: one whole tone 


和 ” Third 加 2 ， tones 
” pure Fourth 区 21/ tones 

， ，” Rifth 坟 31/。 
”Iajor Sixth 员 41/2 

” ”Seventh 岂 51/。 。 

” bure Octave 为 6 本 

> ， Prime 2 0 o 


有 aving tben obtained 3 knowiedge of the various kinds of intervals and 
the means of gauging thbem，we are enabled to constitute exactly any rela- 
刀 on between two given tones. 


8 


To jillustrate the aforesaid，we wii eonstruet a table of all the intervals 
having C for their fundamental tone， 


2。 Major. Pure. Kinor. Augmented， Diminished . 


Primes 攻 人 


5 可 一 束 和 = 和 
c-) 了 了 Fc c 一 FE 
和 


| 
蕊 fths. 简 


Thirds. 


下: 二 二: 下 汪 二 | 
Sixths. 和 三 到 担 三 = 二 三 三 | 王 2| 


“二 到 三 天 二 3 
和 


hus we learn，tbat 8 major or a pure Interval is converted into a mi- 
nor，diminished or augmented Intervyal by lowering or raising the upper 
tone 一 0or，the latter remaining unchanged, by Taising or lowering the funda- 
Iaental tone，Eor instance: 


了 ajor Sixth Minor Sixth Auagaimented Diminished 


Intervals exceeding the octave are but repetitions of the relations exi- 
sting within the limits of an octave; the ,zz 太 " alone has an independant 
signijifcance in harmony. 


Ninth. 下 esth. 了 leventh，。 YEweifth，Fhirteenth， Fourteenth， 了 fteenth. 


#j The letter C* designates the jntervals available in Harmnony， 
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The joyersioz of JIntervals is effected by transposing the upper tone into 
the octave below or the fundamental tone into the octave above. The rela- 
tions thus arising may be expressed by the following fgures: 


I 2 3 4 5 6 7 8 
8 了 6 5 4 8 2 


The inverted Prime becomes an 0ctave, the S$Second a Seventh, the Third 
3a Sixth，the Fourth a Fifth，thbhe Fifth a RERourtb，the Sixth a Third, the Se- 
yenth 3a Second，the Octave 8 Prime. 


:大 全 导 引 导 到 二 3 
一 - 一 - -一 一 2 一 忆 - 
世人 全 各 和 要 如 鼠 如 
Major intervals become minor，while minor intervals become major; aug- 


mented intervals become uiminished，diminished intervals augmented; pure 
intervals however remain pure- 


了 ma，min. ma min， augm， dim. dim， augmn. PP.， 


According to the manner in which they affect the ear，intervals are Se- 
parated into Cozsoxzauxices and 也 isso7zatces. The former are complete in them- 
Selves，83Ss they express 3 certain yep0sej the latter，however, COnvYey the ele- 
ment of Miotioz and demand 2 goal or soiution in the following interval. 

Pure Primnes，Octaves and Fifths as Well as maajor and minor Thirdqs and 
Sixths are consonanees，the first tbree being termed Ber1ecet coxzsoxiaices，and 
the major and minor Thirds and Sixtbhs ?osperjct cozs07071C65，Seconds，Se- 
venths and all augmented and diminished intervals are dissonances. The pure 
Fourth partakes of the nature of both consonance and dissonance, inclining 
rather to the latter class， 


HARMONY. 


8 1. Musical tones are combined in two different ways: firstby allowin 
仙 9 to 0 6 0ne ee other，then ER i SEE 机 6 

3S2022tLLtC00260MUS CO7CO4GGICE. e frst combination is 相 
se en ination is named >Melody“, the 

hese two elements，together with the element of zrythm，(which - 
Iates them in their relation to the time or measure) 2 Mategail 
of the art of music.The subject of this treatise shall be the simultaneous 
concordance of tones: Harmony， 


First Part, 


8 2. The simujltaneous sounding of three，four or fve tones，se 

from one another by the interval of a third, is called a chord. The Is 
and at the same 下 mPme most important chord is the Ziad which，as jits name 
indicates， consists of three tones， Being composed of two consonant intervals 
(hird and Fifth) its effect on the musical ear is satisfying，in conkrast to 
thbat of chords consisting of four or five tones，which contain dissonant inter- 
vals and hence cannot appear independently，but must be supported by or 
resolved into 8& consonating chord or triad. 


First Section. 


Consonant chords. 一 Tiriads. 


$ 3 The triad，or comImon chord consists of three tones 
from the other by the interval of a _ Third. 0 


The ljowest tone is cailed: .Zadantental toxse，or 至 ase 一 the intermediate 
tone: the 了 Jazrd 一 and the highest tone: the 丽 j of the triad，Triads are 
divided， acCcording to _ the kinds of Thirds and Fifths that compose them。 人 
]arge OF Myjoy 困 tad is & chord composed of a major Third and 3a perfect 
Fifth (a). Minor Third and perfect Fifth constitute 8 Miz0r tiad (bj); Ininor 
Third and diminished Fifth a dixoaizziajped tiad (c). 


RN 
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CHAPTBER LI 


The Triads of the 其 ajor Scale. 


8 4. Iwe construet a triad on each successive degree of tbe diatonic 


major scale，we obtain the following chords: 
6. 9. 


On the 1-st 4th and 5-th degree We fnd major triads: 


三 三 三 二 


These triads、representing the most essential constituents of the Imajor 
scale, bear the names of those degrees of the SCale，on which they are based. 


The triad on the 1-st degree is termed the Tonic triad 
4-th 因 ， Subdominant triad 
5-th 要 ， Dominant triad 


2 信 9 兄 


凡 为 办 迪 


S 5. It has just been said thbat these three Iajo7 triads form the Imost 
essential constituents of the major scale, Verily tbey contain all the diatonic 
degrees of the scale; and，being most closely Telated to one another，they 
indicate clearly and unmistakeably the key and frther Suffice for the har- 
monic aegcompaniment of any melody that does not Surpass the limits of 
the key in question，Their mnutual 3ffinity is easily demonstrated by the 
degree of relation existing between the Several SCales to whieh they belong. 
The triaqs on the 4-h and 5-th degrees，while they are respectively the 
Subdominant and Dominant in the harmony of the given key, are at the Same 
time the toonie triads of those keys，which， 训 the so-called Circle Of Fifthsx 
are nearest to the given key. So tjat the iter yelationsjiD 01 太 e tiree MaI07 
区 iads 襄 友 e jaxrowa002 o7 太 e oaajoyr secdte 语 议 diyrecft oz020ztE02 如 the degree of 
yelatiomsji2p oj 太 e tyee successibe jegs 说 芭 e Cicle oO 了 FSs (teizr Tetracpoyrds 
Deza9 CoM07) 

8 6. In the major scale minor triads are also found namely 0 the 2-nd， 
3-rd and 6-th degrees_ The minor Third imparts to these triads 3 Softb Weake- 
ned _ character，hence they cannot command the importance possessed by the 
major triads. However，they furnjish us with & beautiful contrast to the 1at- 
ter， emphasizing their strength!l Their mutual aftinity is the Same as thatof 
the major triads，as they possess the Same proximity in the Circle of Fifths， 


Of the degree of their relationship to the major triads we may Say 让 
is the same as that existing between parallel Keysi for the chordqs on the 
1-st and 6-th degrees， the 5-h and 3-rd degree and the 4-th and 2-nd de- 
gree respectively are separated by a minor third， 


The whole mass of major and minor triads may be gronped into three 
Sets of two triads each: 

a) The tonic group viz: the triads on the 1l-st and 6-th degrees. 

b) The dominant group viz: the triads on the 5- 世 and 3-rd degrees and 

c) The suodominant group viz: the triaqs on the ft-thb and 2-nd degrees. 

S$ 7. im marked contrast to the other triads stands the diminished triad 
on the 7-th degree，because of its dissonant character。、We shall return to 
this 人 later on，having first entirely mastered the connection of the other 
Six triads. 


CHAPTEBRR IL. 


The Connection of the Triads of the major Scale. 


8 8. In music chords are either used in masses, that is with manifold 
Fepetitions of one and the same interval--as is the case in compositions for 
orchestra and Pianoforte- 一 or they are set for SeVeral single, distinct voices. 
FEourvoiced-writing“ is the commonest and most normal form, as it denotes 
the four different htiman voices 一 namely: Sopyazo， 4jio，7ezoy and Bass，8So， 
in our study of Harmony we shall keep to this disposition of the voices， 

The highest voice 一 Sopfano 一 and the deepest voice 一 Bass 一 are called 
the two owter Voices 一 the two intermediate voices: Alto and Tenor the two 
2I00267 2002068-. 

$ 9. Turning now to the practical application of the above treated chordqs， 
we will begin with placing the fundamental tone in the Bass In the highest 
Voice any of the three tones of the chord，the fundamental tone, the Third 
OF the Fifth may be used. For the two inner voices we will use TesSpecti- 
yely the intervals of the triad nearest to the Soprano. The C major triad 
would thus appear 3S 名 llows: 


These three cases are called the positioxs of the chord According to the 
interval of the triad which appears in the Sopran0，these positions are cal- 
led the fondamental position or position of the octave，the position of the 
Third，and the position of the Fifth. 

$ 10. From the above example we see that ip each of the three posi- 
tions the fundamental tone is used twice，while the third and ffth 2ppear 
but once. Shall this always be the case? By no means! In a free leading of 
the voices the composer may double any tone 0f the chord at will For the 
present，however we cannot avail ourselves of this liberty，since according 
to $ 9 一 we Imust place the inner voices as close as possible to the upper 
voice. Indeed the doubling of the fundamental tone Wil aways be the most 
common，as it is most natural to the triad 居 )。 


也 ) This is confrmed by the so calied natural Scale，which exhibits but two Fifths and one 
Thirda against three fundamental tones， 


13 


.We have already mentioned ($ 6) the internal relationship of the 
二 0 the Scale. Now， ER is still another and purely external 人 
nection of these triads，growing out of the tones they have in common. 四 
triads ce g and g，b, d for instance have the tone g in common， 人 
the triad f ae shares the tone c with the triad c， 6，g. In fact each 人 
has one or two tones in common with every other triad constructed on S 全 
of the same Scale，except in the case where the fundamentals are djrec 
Succeeding steps. So: the triad on C has no tone in comrmon with the triads 
on b,， and di; the triad on d. none with the triads on and e，3and SO 00n. 
The mnutual relationship of the triads with regard to their external con- 
nection is shown in the following table: 


人 

6 

CO 

到 人 7 有 1 
C4 一 一 一 | CO ss 一 4 

他 人 
@ 
可 


To effect a connection of two triads at once correct and satisfying to 
the ear, 让 js nessary to retain the comazmaon tone of the triads in the 
Same Voice. 

Conscientious application of this rule imparts fuency, euphony and unity 
to the harmony; moreover 过 enables the pupil to avoid many grave errorSs， 
which，otherwise，he would of necessity commit， Take for instance the triad 
on c in the octave position，and jet us connect 这 Successively with other 
triads containing tones in common with it. Which positions of the new chords 
must We then choose? Obviously those which enable us to retain the com- 
mon tone，oFr tones in the same voice. Conseqduentiy the G major triad must 
appear in position of the third，E major in the position of the ffth, Amino 
ip position of the third and R minor again in position of the fifth. 


13， 


The progression and position，therefore，of the three Upper voices 虽 
infuenced by the common tones，Meanwhile the Bass may pr0gresS 
OF downward at liberty. Should we have to choose betweena Skip of a Sixt 
and one of 3a third，we prefer the latter ##)， 


*#) The inajor triads are indicated by Capital， minor triads by Small letters， 
i i im i i j i 1anationSs 8 卫 
*##) Having 3 purely pactical aim in this work，we shaii avoid minute exBlani 
justimieltiots o th difierept rules. IE werIe weli for the pupit to search out 二 和 和 
Were the justifcation of the several ruies， Por this purpose he Shouid therough 了 从 可 二 了 
ear on the pian0， A trfue musical instinct will at once convince. him，that all these T g 
Rated ip the demands of his 0wWwD ear, 


工 Remark. In addition to these examples，which consist in supplying the 
remaining three voices to a given bass, it is very beneficial to construct &a 
table，which shall contain all the possible connections of all triads with one 
an0ther，in every position， To this end the example ( 必 13) begun 误 this 
paragraph on CO should be carried on further. The pupil must not be dishearte- 
ned，when he finds that at the very beginning of his study 120 chords must 
be written out in one Key alone, In the frst place the labor is mereiy a 
Imechanical one，and in the second place it is important that by thorough- 
going explanations of the rudiments we should dispel at the start the SU- 
perstitious awe that prevails regarding the so-called ,Theory“ or ,Tho- 
ToUgh Bass“ 

， JRemark: In harmonizing a bass, care should be taken not to lead the 
Voices too highi; therefore one must not choose too high a position of the 
tonic triad at the start. 


RN 
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CHAPTERR ILL 


Connection of Triadis，showing no0 external 3g8reement， 


S$ 12. In the preceding chapter we Spoke of the beauty of harmonies 
connected by common tones. This absolute completeness in chord-connection， 
however. does not exclude the admissibility of certain connections，which， 
while perhaps less pleasing，satisfy us by Very Teasona of their sharpness 
0OT coarseness. This we can understand 让 we consider the aim of Music， 
which is, to picture the many various emotions of the Soul: and these camn- 
not always be expressed by dulcet soothing means， For thisreason Harmony 
admits also Such chord-connections，which show no outer rejationship 一 
though they may bear an inner relationship to one another， ($ 5). 

S 13. Should we not，when connecting two chords not outwardly rela- 
ted chose again those positions，tbhat permit & melodious，ftuent leading of 
the voices? Should we not to avoid jumps,， lead each voice into the nearest 
interval，a second up or down? For instancee as follows: 


Before answering these questions，however，let US see，what different 
kindqs of voice-motions there are. 

We perceive the three following kinds: 

1) Poyallel Motiow (motus rectus)， in which two voices progress in one 
and the same direetion，that is，upwards or q0wWnwards. 


2) OH1iawe Motio (motus obliquus)，in which one voice remaings stationary， 
while the other moves Onward: 


三 


3) Coxatza?y motion (maotus contrarius);i 0ne voicee progresses upwWards, the 
other downwards. 


All these various motions are admissible in every succession 0f harmo- 
nies. Observe, however，the so called .Payralieliswms occurring in te motus 
rectus; these are progressions，in which the two voices move not 0D1y iD the 
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Same directiona，but also in the same interval for instance: when two voices 
progress Upward oFr downward in Seconds or Fourths. 


二 
en 一 全 - 双 -证 2 一 一 


Some of these Paralljelisms are indeed very euphonious and，therefore， 
like the other motions, entirely permjssible， Others, however，are to be avoi- 
ded partiy because they do not satisfy the mniisical ear and again，because 
they cotnteract the independent movement of the voices. Such forbidden pro- 
gressions are Payxaltel 了 fps ad Octatoes. 


春 二 三 三 23 


eaV. To comprehend cjearly the reason for prohibiting parailel Fifths 
and 0ctaves, 直 must be borne in mind that we have to deal not with the 
massive harmonization of orcohestra or piano composition，but withb 4 sepa- 
rate independent voices，which do not permit of extensive doubling. Should 
the question arise whether only parallel octaves and ffths are forbidden， 
and parailel dissonant intervals permitted，we may add, that for the pre- 
sent we are familjiar only with tone-combinations，in whieh Such progres- 
Siongs do not 0ccur.、 Once for all，then， let 过 be said that in Harmony pro- 
gressions of paraliel ffths and octaves are prohibited. 

Now only are we in a position to answer the question put at the be- 
ginning of this paragraph. 

LE we wish to connect two triads having no external relationship，wWe 
can not lead all the voices a Second Upwards or downwards，3S paraljel 
ffths and octaves Would arise, 


To avoid this fault we must employ contrary motion，without，however， 
proceeding in great Skips. 

The fault is by no means corrected， 谊 we replace the step of a second 
by a skip of a seventh in the opposite direction (contrary imotion)，as in 
that case the fifths and octaves realljy remain. 


Et 


[3 7 中 

| 4 SRES 折 站 | 
CA CR 

AFL 届 二 A 放 半 亲 2 及 汪 


2 


Moreover，we obtain a very unmelodious skip of & seventh in the Bass. 

So we will allow the Bass to retain its melodious step of a second, and， 
employing contrary Inotion，lead each of the other voices into thbe nearest 
interval of the following ehord. 


SR 
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We have now learned，how to connect，within its own jlimits，all the 
consonant chords of the major scale in all positions. Besides working out the 
following written exercises，wWe chould advise the pupit to form at the piano 
ail mannaers 0f chord-combinations in all the keys, in order to master them 
more thoroughly. 


了 Xercises， 


CHAPTER IV. 


Deviations from rules go0vernaing the connectiona of related 
triags. 


8 14. In the foregoing exercises we retained the common tone in the 
same Voice，when connecting two chords and thus obtained greater beauty 
and Smoothness in harmonic progressions， We need observe this rule，ho- 
weVver，only in so far as 让 does not hinder us in our true purpose: a free 
and independent leading of the voices. 

This aim we will seek gradually to attain by disregarding at times 
those Testraining rules，whose purpose it was at the start to fortify us 
against error. 了 ven at this stage we might occasionally do so. provided we 
thereby improve the voice-leading， Thus it has been said，for example，that 
the position of the upper voices Should not be too high. Now， if we see that 
this can be avoided by a deviation from the rule in question, we may make 
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such a deviation，observing，however，the necessary precaution，We maust 
bear in mind chiefly the foljljowing points: 间 

TD Two triads，however closely related internally and externally，imust 
never directiy follow each other ip the same position，as parallel fifths and 
0ctaves must necesSarily 0cCcuT. 


good good good not good not ”good 


3) In this case the Bass must progress in contrary motion to the upper 
parts, So that no comcealed Fifths and Octaves are formed. 

Besides the parallel or open Fifths and Octaves there exist also con- 
cealed 0nes，These occur，when two voices jump in parallel motion into & 
Fifth or Octave 


These hidden progressions，however，lose their disagreable nature if the 
two chords p0ssess 3a common tone，which remains in the Same Voice，e，8&. 


But 诺 this rule is not applied，the concealed Fifths and 0cetaves sound 
extremely unpleasant. 


Directly we 6employ contrary motion，which excludes these hidden pro- 
gressions，the Same chord-combinations sound pleasant. 


In the folowing examples therefore，deviations from the rule in question 
are admissible only，if contrary motion Can be employed in the Bass. 

If the leading tone，the third of the Dominant triad，is in the Soprano 
voice，and the Dominant triadq is folliowed by the tonic，the deviation is not 
permitted，as the tendency of the leadqing tone is to move "upward a half- 
tone into the tonic. Should we fnd it，however、in one of the inner voices， 
we may lead it a third downward. 


not go0d. goo0d. go0od. 
忆 
大 学 非 研 导 
32. 人 - 栋 
Z Z 


The same holds good for tbe tonic triad， if Succeeded by the sub-dqomi- 
nant triad. In this case the third of the tonic triad partakes of the nature 
of the leading tone，since these two chords have the same relationship as 
Dominant to Tonic. 


33. 


吕 一 . | > -一 一 一 一 一 一 一 
二 


站 E 芷 二 天 


证 ER SEE 匡 条 | 
学 “一 人 一 - 二 亨 
昌 人 一 昌 


自生 天 生生 已 司 
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CHAPTEBR Y 


下 armonic Seqduences， 


S$ 15. A 五 axmoxice Segwerxtce is 8 chord-progression in which 3a motive con- 
Sisting of two or more chords is repeated a number of times, always on different 
steps of the Scale，thereby giving rise to motion downwarqs or Hpwards. 

In the rebetitions the same arrangement of voices has to prevail as in 
the motive. 


[1 [mm [| [| | m2 


87. 


三 基 汪 


The motive may consist either of several positions of one and the same 
chord，or of different chordqs properly connected 

8 16. At the places marked NB，we fnd the diminished triaq on the 
7-th degree， Because of the dissonant interval 让 contains (the diminished 
人 fth) it mmust not be used with as much liberty as the other triads of the 
Scale，We Wilhl，therefore， indulge in its use only with the greatest precatl- 
tion， lts use ip the $equence is justifed on the ground that the repetition 
of the motive and the carrying out of the Sequence demand 这. 

$ 17. 下 may be stated with regard to the diminished triad, that its Use 
is not absolutely restricted to the Sequence. 下 may appear，for instance， 
Supported between two related triads，in which case the common tones must 
anquestionabjy be retained in the Same voices. 


汶 Contrary to he rule in 8$ 1t. the Bass here progresses Upward by 3 Sixth, instead of 
aownward by a Third. This is permitted whenever the carrying ort of the inotive demaands 族 


人 


| [1151 [NB. NB. 
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The 了 armony of the minor Scale. 


8 18. The Harmony of the minor Scale is built up on the so-called ,ja- 
OIC Ji0M107 SC016“” and consjsts of the same notes asits parallel major scale, 
With the exception that the 7-th step is raised by half'a tone. This is done 
in order to establish a leadizg-toxe，which，as the pupil will perceive later， 
论 ipdispensable to the cadence 着) Hence arises the characteristic interval of 


#) At the bracketed places Sequences are to be constructed as in the exatmples. 
3 也 hCh composition is closed by a cadexce，which consists of the Dominant triad aad the 
tonice. We refer to it later on， 


22 


the minor Scale; namely the augmented second between the 6-th and 
7-th steps， 


C-Imajor Scale. 


上 一 二 二 2 2 
the parallel a-minor seale. 


| 


豆 事 如 


The other iminor Scale 一 called the elodic，has no Significance in Har- 
ImOony; for as its name implies, it is merely a melodic variation ofthe harmo- 
nic scale，made in order to avoid the dissonant step of the augmented second. 

S$ 19. we construct triads on the steps of the minor-scale，we obtain 
only four consonant chords: two small or minor triads (on the tonic and 
sub-dominant) and two great or major triads (on the dominant and the 
6-th step)， 


II IIVTV YVIT VI 
生 。 昧 | 
但 瑟 多 


In the remaining triads we fnd dissonant intervals 一 diminished or 
augmented Fifths. 


TH HI V VI YI 


4 库 三 一 引 


Since，as we have remarked before，the real essence of harniony jlies 
jn chords that are euphonious，complete in themselves and consonant, there 
is DO need of qdemonstrating that the harmony of the minor-scale is not so 
rich in material as that of the major. 


8 20. In connecting the consonant triads in minor we will follow the ru- 


les laid down in the preceding chapter，Regarding the use in minor of the 


tw9 diminished triads on the 2-nd and 7-th degree and the augmented triad 
(So-called，because of its augmented ffth) on the third degree, we mustfirst 
Iake several Observations， 


We know that a dissonant chord demands support，which may consist 
either in 8 corTect outward connection with its two nejghbouring triads，or 
in its internal relationship to them 一 as in the carrying out of a Imotive (e.g. 
详 & Sequence). 


Since，however，harmonic Sequences，whbich justify the use of the dimi- 
nished triad in major，are not quite practicable in minor because ofthe many 
dissonant chords，let us see, 让 diminished and augmented triads camnnot be 
used otherwhere than in a seduence， perhaps by invariably placing them 
between two consonant chords, 

1 了 jpe dixizpaisjed 加 id om je 7 太 degyee is related to the trjads on the 
2-nd，4-th and 5-th qdegrees; still 让 can be properly connected only with the 
Dominant triad，as the connection with the other two would eall for a step 
an 人 second，WwWhrich sounds very unpleasant and is always to 

6 avoided， 


This triad then can be connected only with the Dominant triad，the two 
common tones being Kept 训 the Same voices. 


This suecession of chords 一 过 must be observed 一 while being possible, is 
extremely zare. 

1. 人 dimaioziisjed triad o7 the 3-7d degyree can be connected with the 
triads on the 4-thb，5-th and 6-th degree. AVvoid howeveT: 

a) concealed Octaves and 0 了 

bh the step of the augmented Second. 上 SS | 

The at 6A 这 in connecting the diminished with the domi- 
nant triad，contrary motion is employed. 


JI，77e axgoaexted triad (on the 3-rd degree) can without difficulty be 
connected vi 级 the triads on the 1-st，5-th and 6-th degrees，This triad is 
but seldtom used as a diatonic chord; as a chromatic or altered chord，ho- 
wever, it is much applied 一 as we shall see later on. 


In the breceding paragirabh it was remarked，that the step of the 
0 Socaml 人 0 ee voideg at 3 times，For this reason 全 
leading-tone (人 (third of the dominant triad) is led upwards in 6 
triads on the 5-th and 6-th degrees_ The triad on the 6-th 0 
appears with doubled third and an arrangement of the voices，WwWhic 6e- 


Viates 他 om the generTal Tule， 


三 三 兰 三 三 | 


全 


| 
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When these tw6 triads suceeed each other in opposite order to the 
above，which indeed seldom oceurs，the thirdq of the triad on the 6-h degree 
Imust be doubled for the Same Te3ason. 


人 
让 二 二 和 二 
外 二 二 十 三 二 汪 二 二 二 到 宇 二 | 
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忆 emiayX，The fgures and accidentals below the notes ip these exzamples 
are the signs of the So-called Hogxred 好 ass.These Signs，which indicate the 
瓦 armony，aTe placed above or below the Bass---notes，Jn this connection 
observe the following rules: 

a) The triads in their fondamental form (others are unknown to us for 
the present) are designated by fgures _ corresponding to their intervals: 


人 纪 和 了 xcept 记 8 few cases these fgures are not employed; so that 
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bass-notes without fgures below them signify the fundamental form of the 
triad， Single fgures as 3，5，8，refer to the position of the triad: 


b) Accidentals not occurring in the signature of the key，as well as na- 
turals must invariably be given in fgured 一 Bass. Note here, bhat an acciden- 
tal unaccompanied by any figure always refters to the third of 如 e chord. 
Should the accidental be meant for a different interval， the figure designa- 
ting that interval must be placed to the right of the accidental. 

Accordingly the accidental referring to the third of the dominant triads 
in the above bass are unaccompanied by any figure: 


While the accidental referring to the ffth of the augmented triad has the 
fgure 5 next te 让 : 
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0pen Position. 


8$ 32. A _ distribution of the voices, in which， Teckoning down 他 om the 
Sopran0，the Alto and Tenor have respeetively the next Succeeding intervals， 
is called close 2posz 克 oz 

In distinction to this we have the ,ozpex 2o0stti020 in which the inner 
Voices are separated from the Soprano and 他 om each other by two inter- 
Vals of the chord，gso that what was Tenor 记 close position becomes Alto 
in 0pern，and the tone that served for Alto is transposed down an octave 
into the Tenor. So one and the same group of chords can be written in two 
different WayS. 


Close Position， 
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Open Position. 


下 | 
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入 meiely mechanical transposition of the inner voices，however，makes 
让 evident that our leading of the voices is by no means free as yet: 加 at， 
in other words，the inner voices are still subordinate to the Upper voice. 
While the voices are, in most cases，distributed to best advantage in either 
0f these two positions 一 which we shall call moyrmal positions 一 we cail atten- 
tion to the fact tbat，the freer and more independent the movement of the 
Voices，the more beautiful the harmony，Bach voice must be independent of 
the others， Neither close nor 0pen positions Imust preponderate; they must 
alternate and even give way to stiil other 一 exceptional positions, 

eveises: ]t Wi suffice，to work out the foregoing exercises in open 
position 


CHAPTLER YVHI 


The Inversions of the Triad， 


SS 323， The fundarmental tone of a triad is not always in the Bass, 让 mtay 
be substituted by the third or the ffth of the triad. 

A triad，which has not the fundamental tone for its Bass is ealled 记 - 
zexted and the process by Which the fundamental is transposed into one of 
the Upper voices is catled ,Zaversioz“ of the triad. 

也 very triad has two inversions: 


The first inversion is called the cjord or te 成 ird axzd Siz 胡 because the 
upper Volces are distant respectively a third and a sixth 他 om the Bass. 
This cehord is more briefy called the cjord OF te siz 友 . 

The second inversion is called the cjoxd 01 te siz 级 old Hosty 太 . 

， ”Beside the external distinction between the fundamental triad and its 
lnVersions，there exists an internal，or，we mijght Say，,SOtritaidlx difference， 
This latter is evinced by the different harmonie Signifiecance of these three 
forms of the triad，as well as by their different impressions on the human 
eaT. 

The triad in its fundamental form ceontains 8 perfect consonance 一 the 
pure Fifth 一 which jends to it the element of absolute Tepose and compjlete- 
Dess in itself， This chord is perfect，an ,accord parfait*，aS the French call 
过 The inversions of the triad，however，contain no perfect consonances; 
they lack this element of repose and evince a tendency to progress， 了 For 
this reason the inversions of the triads are 一 as a rule 一 to be foind in the 
middale of a composition， rarely at the commencement，and never at the end 

The manipulation of the inversions of the triads will prescnt Some if 
fieulties to the student，But these he will doubtless overcome with the aid 
of rules serving that purpose， The rules， however，will be disclosed to him 
jater on，in the harmonization of given melodies， 
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S$ 24. Hitherto we have doubled only the fundamental tone in the fon- 
damentai form of the triad，We remarked it will be remembered， that this 
i8 not only the most nsual，but also the best course to_ pursue，a8 the na- 
ture of the chord seems to demand 证 节 now，Wwe distribute the Upper voi- 
ees of the jinversions in the same manner 38s in the fundamental position， 
we obtain the following aspects of the chord: 


Chord of the third and ”Chord of the sixth and 
Sixth (sixth) fourth (six-four) 


In the ehord of the sixth the third appears doubled; in the chord of the 
和 ffth，A doubling of the third, however，being unnatural and 
unsatisfactory to the musical ear， 让 这 better to double the foundamental 
tone or the ffth in the chord of the sixth， This necessitates an eXCceptional 


posjtion of the Voices. 
In open pesition. 


JP elose positior 


ER 
公吨 你 


The advisibility of doubling any one interval dependqs on the distribution 
of the Voices 记 the preceding chord，or on the connection of the chord of 
the Sixth with the following chord. 


The doubling of the third ip the chord of the sixth is by no means 
prohibited 应 让 can be justifed by good voice-leading. 


_328 
兴 多 兴 阔 局 
三 三 二 到 三 三 三 三 | 


妃 一 
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召 emayg，Rrequently we meet With a whole series of chords of the sixth， 
Which follow seaiewise one after the other. In such a case it is best to lead 
two voices parallel to the Bass and the third in contrary motion to 让 . Thus 
we obtain an alternate doubling of fundamental， third and ffth If the Bass 
moVves Upward，we commence by doubling the Rifth; 证 downward, we double 
first the fundamentalj. 


59。 


If the chord of the sijxth of the dominant triad is followed by the tonic， 
the third of the former must never be doubled，as it is the leading tone， 


Hot good 
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A_ doubled fifth sounds not at all unpleasant; so that the close position 
of the upper Voices of the six-four chord may be retained，The fundamen- 
tal is doubled onljy ip cases where we wish to avoid eoncealed OctavVes， 
which sound especially bad in the six-four chord. 


better 


8$ 25. The chord of the sixth will be discoursed at length later on; for 
the present We can Say that 过 abpears much more seldom than the other 
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forms of the triad. It assumes great importance, however， in 8 certain har- 
monic closing formula，called the Cadence“. 


可 XerciseS. 


Wote 7. The inversions of triads are fgured according to their names- 
the first 一 6; the second 一 和. - 

， To 77. The pupil 0 take the greatest pains to avoid forbidqden 
progressions，3S only the most unpblagging attention SerVves eventually to 
eliminate them entirely For this purpose the position of the chords must 
frequentiy be changed. If for instance in the last two bars of the 4- 志 exer- 
cise the triad on G be placed in the position of the third and the voices 
led respectively into the nearest intervals of the following chords，we 0btain 
thbree successive parallel ffths: 
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We avoid these faulty brogressions，however，by blacing hb | 
G in the position of the ft 0 人 人 


血本 于- | 

7 JR TMP 更 交 起 PP 有 
FE 人 一 一 条 
[人 一 一 
Pa an ms- 


ASs regards concealed progressions，we would Say bat，while they are 
这 possible to be avoided，they are not absolutely forbidden，if the leading 
0f he voices demands them，The concealed octaves，for instance，which 
appear in the following sedquence，are pretty well justifed by the repetition 
of the motive: 


Much more to be condemned would be their appearance in the motive 
itself instead of in its repetition: 


.上 下 和 让 


In working these exXercises the pupil will meet with numerous littie ob- 
stacles，which theory is not able to point out'; but these will gradualHy dis- 
appear，as the pupil strives to perfect his technic， 


CHAPTBRR I 


The Inversions of the Diminished and Augmented Triags. 


SS 26. The frst inversion of the diminished triad is of great signifcance 
让 也 armony， and is，unlike the inversions of other triads，even more in use 
than its fundamental form. The reason for this is that the chord of the sixth 
of the diminished triad is in reality 3a consonant chord，its upper voices 
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rming respectively a third and a sixth with the Bass， The fundamental 
人 thig' triad the other hand，contains a diminished fifth and there- 
fore belongs to the dissonant chords. The second inverslon Sotunds exceedingly 
harsh aud is therefore hardly ever used，except in three-part-wTiting- _ 
27. In connecting the chord of the sixth of the diminished triad with 
other triads of the key the following two cases should be distinguished: 
1 when 让 precedes the tonic triad . 
2 when 让 precedes another triad of the scale. ，. ， 
In the first case the fundamental tone of the triad is at the same time 
leading tone and must be led upward，for Which reason 过 must not be 
doubled The best tone to double here would be the fifth, though 0eccasionaly 


the third is doubled. 


As the leading tone must at all times resolve into the tonic， the ffth 
of tihe diminished triad must not move Upward, when placed CDoVe the fun- 
damental tone，sinee forbidden progressions Would necessariiy arise. 


For this reason we must always avoid in the said chord of the Sixth a 
position of voices，in which two ffths appear above the fundamental tone: 


In the second of the above Inentioned cases，chiefly the fndamental 
tone 一 (as in al other chords of thbe sixth) is doubled，since 让 is no longer 
leading tone， 


72. 
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The use of thbe chord of the Sixth of the diminished triad on the second 
degree (in minom is subjecet to the general rules. 


$ 28. The inversions of the augmented triad on the 3-rd degree in Imi- 
nor present So many difficulties in their connection with other triads (even 
though related)，that for the present we must abstain from using themi; the 
more $S0，8aS we Shall return to this echord later on，when we shai treat 放 
as an incidentail or passing harmony of the major scale. 


了 Xercises. 


全 
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二 和 二 全 全 


基 
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Wote' The signs occeurring in the last bree exercises are applied in 
accordance With the rales laid down in division b. of the note to $ 21. 


Second Section. 


Dissonant 开 armonies，Chords of the Seventh and Chords of the 
Ninth. 


All chords consisting of four or fve tones are dissonant chords，3S 
their fundamental tone forms 8a sevehnth or aninth with the uppermost tone. 
These chords are not independent harmonies. but find their support and 
justifcation in the chord that follows them，The leading of a dissonant into 
a consonant chord is called ,resolution“. Bvery chord of the seventh must be 
resolved into a triad. 


CH 了 APTITEBR 入， 


The Dominant Chord. 


8 29. If we Superimpose an additional third on each triad of the diato- 
nic Scale，we 0btain 8& series 0f chords of the seyenth. 


Major. 


Of alH these chords of the seventh，the most important and frequently 
used is that on the 5-th degree lt is called the choxd oj 友 e qdomitaaxpt -SeVertt 
oF briefly，dowaeiozaaot chozdi it Tesolves into the tonic triad. 

The resolution is effected in the following manner: the seventh Imoves 
(like all dissonances) one degree downward; that is，into the third of the 
triad，The ffth progresses one degree UpwWard 0OT descends one degree into 
the third or the fundamental tone of the triad; more frequently into the 
latter.、 The third (here leading tone) progresses 0ne degree upwWard, into the 
tonic;， and the fundamental tone leaps Upward a fourth or downward 
ffth into the fundamental tone of the triad， 


Dorminant chord 三 直 
76. | SA 、 
Triad 和 | 


The resolution of the Dominant chord produces an incomplete form of 
the triad， in which the ffth is wanting， This is seen in the following exam- 
ples. 


| 


三 Thirdposition ] | Fifth-position | F Seyenth-position 四 
[一 多 一己 站 
六 Led | 


In the 0Ocetave-position of thbe Dominant chord one interval must be 
omitted，as the doubling of the fundamental leaves but two voices for the 
Temaining three intervals (third，ffth and seventh)， In most cases the ffth 
js dropped, its absence being least felt; on rare 0ccasions the third is omitted， 


often Tare 


In these examples the fundamental tone in the Bass was correetly re- 
sS0lved. S$o，the fundamental tone in the upper voice cannot be resolved in 
the Same Way，lest parallel octaves are formed.， It must 名 erefore remain 
stationary 一 that isS，resolve into the fifth of the triad. In this way the con- 
nection of the Dominant chord with the tonic triad becomes more empho- 
nious and Smooth，besides producing a complete triad， in which the ffth is 
not wanting，With the same purpose in view the fifth of the dominant 
chord in the positions of the third and fifth is omitted and the fundamen- 
tal tone doubled. 
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$ 30. The Dominant chord has three inversions: 


I 开 II 


The namaes of these inversionps are derived 人 fom the jintervalsg formed 
between the bass and one of the chief tones (Seventh or fandamental of the 
dominant chord. Thus: 

the first inversion js called: czoyd of 襄 e siz 需 000 大 入 
the Second is called: cjzoyd oj 怒 e josyz 奔 ao2d 友 irG 
the third  ， ， Cloyxd o 太 如 e secozl. 

These inversions are resolved according to the rules set down in the 
last paragraph; with the one exception，that the fundamental tone，which 
lies in the upper or jin one of the middle voices，aMlways remains stationary， 
S0 that the resolution results in a perfect triad. 


IT 
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Chord of he sixth and 人 fth Chord of the fourth and third. 

了 

乡 

| 三 王 王 | 
如 


忆 
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iti i i inant chord，whe- 
ddition be it remarked，that the fifth of the dominan 5 
放 话 fundamental form or in its inversions，1S usually led 0 
only in cases Where 让 appears neceSSaTy， it is led upwards, giving & trla 
with doubljed third， 


82. 
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imi j j Dominant chord 
As a preliminary exercise the pupil should write _the [ 
im aihits 1 With all possible resojutions， and in all keyS; close and 
wide positions are to be employed 记 turn， 


2-nd 且 XeprciseS. 


了 和 6 
外 名 。 
本 三 

笃 6 笃 


_ 36 
电 一 寺 加 一 -一 忆 
6 和 6 
医 弦 三 三 三 二 三 三 EEEE 汪 去 
xs 6 >xS 6 有 6 “和 
海关 二 二 守 于 二 去 2 一 马 
并 车 二 对 了 


Wote The fguring of the Dominant chord and its inversions is done 
according to their names. The fundamental form is expressed by the 个 
gure 7; the chord of the sixth and ffth by 和 the chord of the sixth and 
fourth by 一 凶 the echord of the second by 2. 

In minor the necessary accidentals must appear; those reljating to the 
third without an accompanying fgure 一 as before mentioned 一 and 她 ose re- 
ferring to other intervals of the chord with the appropriate fgure. 


APPENDIX TO CHAPTER 芭 . 


8 30 Here We wish to point out some exceptions to the rules goOVver- 
ning the resolution of the Dominant chord， 

a) The Dominant chord resolves into the chord of the Sixth, ifthe Bass 
leaps 3 third downward, In this case an exceptional resolution of the gse- 
Yenth is imperative，if we would avoid some extremely unpbleasant con- 
cealed octaves. 
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7 6 7 6 7 6 

b) The Dominant chord Imay also resolve into the six -four chord of 

the triad, 放 the Bass Temains stationary，Where there are two fundamen- 
tal tones，both of them must be retained in the same voice, 


忆 - -CD- -2 一 一 T2C-2 
ee L 上 CA -| 
有 捷 于 天 | 
乡 -GO 史 - 忆 -- 杨 


人 
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9 4 7 4 7 4 7 4 7 全 人 
6 各 和 6 { 绍 6 6 9 


c) Im the fundamental form of the Dominant echord the third may SOmen 
times progress two steps downward and the seventh one step Upward; but 
onjy 记 case these intervals lie in the inner voices. The Alto is best adap- 
ted to such pbrogressions. Contrary motion must be used to avoid concealed 
ffths and octaves， 

Dot 80， 


人 天 基于 卜 舌 和 
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d) In the third inversion the ffth 一 when lying in the Soprano or Te- 
Dor voice 一 may leap a fourth upward，or a fifth downward. But faulty pro- 
gressions，0pen OF concealed，must be carefully avyoided. 


-CDP 
人 
2 Rs 2 
民 汪 |E 三 | 
7 [1 
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人 
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ej There are Still Several other deviations from the rules， in resolving 
the first two inversions of the Dominant chord; but they occur more rarely， 
As these have for their objeet a 人 ee leading of the voices，with which the 
pupil is not yet famijiar，I will make but brief mention of them 3at this 
point，without recommending their employment. 


站 


S 31. We have already mentioned that onjy the fundamental tone of 
the Dominant chord may be doubled. 世 may be added though, that on Tare 
occasions the ffth is omitted and the fnndamental tone doubled, also in the 
chord of the sixth and ffth and of the second， 


ER 1 
尼 2 - 它 于 | 巧 一 -已 十 | 
忆 
s9. 站 芭 2 


BXercises. 


" 医生 二 三 和 生生 和 二 本本 


CHAPTBR XI. 


ree Voice-Leading. 


8 32， We jiave learnt that the Voices of a chord may appear in close 
OF 0pen position; and that these two positions are the most normal and 
advantageous， But true harmonic beauty does not consist in arranging the 
voices of a chord in this way or thati in consists rather 识 the character 
and independence of the voices themselves 一 that is，in voice-leading whicp 
not only is not dependent on these two positions，but，on the contrary，8gi- 
Yves rise to either one of them by reason of its peculiar character. Hitherto， 
in all our examples，the Inovement of the imniddle voices was determined by 
the upper voice and thus no Opportunity for independence Was oftered， But 
as 8S00on as it i8 no longer dominated by the Upper voice，each voice gains 
in signifieance，deriving，as 让 were，a distinct physiognomy- and character 
of its own，which entirely determines the positions of the voices in a chord; 
So that an arbitrary use of close OF wide positions is not practicablje，The 
alternate employment of these two positions will thben be found necesSaTy. 
A free leading of the voices may alS0 0occasion an exceptional or abnormal 
position of the intervals of a chord，as for instance in the following triad 


On C: 


normal position casual posiftion 
到 -到 区 = ET 古 2 和 一 
和 一 作 心 2 一 乡 
忆 要 
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人 公 
如 革 虹 
< 2 2 - 万 万 一 一 
戏 到 到 天 二 去 PR 革 7 友 一 - 


It should be remembered，then，thbat free voice-leading is of such & na- 
ture as to bring about not only an alternate recurrence of the two normal 
positions，but also accidental，unsymmetrical positions of the intervals, 

S 33. To gain a clear idea of the character of the several Voices，We 
must remember in the first place,， that We have to deal with oxter and ?72e7 
Voices. 

The two oxter voices (Soprano and Bass) are of a Very mobile nature. 
They might be likened to a curved line rising and falling 记 waves. Fifths 
and fourths are characeteristic jumps in the Bass; though this voice is also 
Very partial to Scale 一 like progressions by steps，mostly in contrary Imo- 
on to the Soprano 

The Soprano best adapts itself to progression by steps，though jumps 
of fourths，fifths，sixths and octaves are by no means exXcluded, Such jurmps， 
however，mnust never follow one another in close Succession. 

The Waiex voices are distinctiy averse to much motion; they are ftted 
by nature to retain the common tones of chords， Often they retain one and 
the same tone through two，three or more bars. The inner Voices are best 
kept at an altitude hot too high and should not be too far apart 他 om each 
other. 双 here the chord is not in close position，however，they must not 
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approach each other too closely. We must be peculiar to avoid a position 
of the voices, in Which the inner voices are close to the Bass， with the 
Soprano lying very high. Theory can Supply but a very general insight into 
the nature of the voices. It is for the Student 一 provided he is sufficiently 
taiented 一 gradually to learn and appreciate by diligent application all the 
fner points and peculiarities of ffee-voice-leading 一 matters Which cannot 
be laid down in formula. 
The following is an example of free-voice-leading: 


天 天 天 一 二 天 天王 息 ， 


入 
6 8 0 
盏 cereises: Work the foregoing exercises, beginning at chapter 义 ， empbijoying 
8a free leading of the voices， 站 二 
Note. In the exercises the pupil must not overstep the limits of the hu- 
man voices represented respectively by the parts. These limits are 8S foL- 


lows: Soprano from d to gg 4lto: from the small 下 to the 和 Tenor' from 


the small d to the 吕 ; Bass: from the great, g to the c.Only in cases of absolute 
necessity can these limits be Surpassed， and then never by Imore than 0ne tone， 


ExercisesS， 


中 合 一 一 一 贞 Ce - 
-一 6 诸 6 3 人 6 多 忆 
3 6 6 6 6 人 7 
7 一 5 一 一 
攻 王 天皇 本 生息 撕 三 区 三 
你 3 
名 生 


6 避 
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CHAEPETEBR XIL 
The chord of the Ninth. 


8 34. In major，as well as in minor we fnd on the 5-th degree a five 一 
voiced chord: this is called te chordg of te mitz 研 ， because of the interval of 
a& ninth formed by the Ilowest voice and the uppermost voice. 

This doubly - dissonant chord contains，in major，a major ninth，and is 
therefore called the ”‰%ayoy7 choyl of 如 e 7 村. In minor ii contains 3a minor 
ninth 一 and is called the Moyx choyrd of je Mi 奔 . The chord of the ninth re- 
SOlves into the tonic triad; the intervals already diseussed in the Dominant 
chord，are led as before; the ninth，however，progresses one Qegree down- 
ward 一 like the Seventh. 

In four-partrwriting the 1 is omitted. 


S$ 35.The chord of the ninth，being a Strongly dissonant chord, must be 
repayed; hat is，the ninth must be part of the breceding chord，and must 
be kept in the Same Voice. The triads of the 2-nd, 4-tb and 6-h degrees may 
Serve 3aS Such preparing chords， 


The tonic triad can als0 SerVe aS preparing chord, 计 过 appears in the 
Same position as jin the resolution of the chord of the ninth. 

SS 36. inversions of the chord of the ninth are not used， 

Aote. In figured Bass this chord is designated by 9. 


*) The figures 8 7 denote that in the Dominant triad 切 6 octave should be led into the se- 
Yenth，whereby the Dominant chord is formed 


CHAPTBEBR II. 


Chords of the minor and diminished seventh. 


8 37. Next in importance to the Dominant chord is the chord of the Se- 
venth on the 7-th degree of the seale. In major it is called: the chord of the 
minor Seventh， in minor: chord of the djiminished seventh 


minor 一 dinmnin，sev，、ch， 


| | 


ASs regards their resolution，these chords are treated as chords of the 
ninth without fundamental tone. Consequently 了 世 eir fandamental tone (the 
third of the chord of he ninth) is led one degree upwWard 一 their third (ttth 
of the chord of the ninth) one degree upward or downward 一 their ftth (tor- 
meriy seventh) and seventh (formerly ninth) one degree downward. Should 
the third lie below the seventh，it cannot progress downwards，oF paraliel 


Fifths would be formed. 
吕 也 
之 -一 一 
臣 | 王 | 王 = 摸 EE 括 EE 和 


S 38. The inversions of these two cholds of the seventh bear the Same 
nanmes as those of the Doniinant chord. 


98， 


Chord of the 
Sixth and REourth Fourth & Third Second 


The ffth，(formerly seventh) 证 过 lies in one of the middle-voices，may 
exceptionally be resolved upwards，provided no faulty progressions Testit， 


2 
6 本 3 

5 2 2 44 提 6 各 :4 想 1 

Suceh a deviation is decidedly advantageous in the resolution of the 
chord of the second，as the voices of the resnulting Six - four chord derive 
thereby 8a Dormal position. 

S 39. The chord of the diminished seventh gains greatly by being pre- 
pared，though this is not absolutely necessary，8S in the case 0f the Imi- 
noOr Seventh-chord. 


The tonic triad may be used as preparation for this seventh-chord， 认 
it appears in the Same position in preparation and resolutiona，In the Same 
way also the Dominant triad，8as 记 has two tones in common with this se- 
Venth chord. 


Wote The horizontal lines in thbe fgured bass notation indicate that the 
intervals next to _ which they are placed，have to remain stationary，whijle 
in the Bass sound the hext following intervals of the chord in notation. For 
instance, in the first bar of the first exercise，the lines next the fgures 
8 indicate，that the intervals of the triad on G 一 which correspond to these 
figures 一 have to sound on during the following three notes of the Bass, thus 
giving rise to a chord of the Sixth and & chord of the 人. 


The short line below the note f sharp in the last bar of the third 
exercise indicate that the third of the triad (leading tone) must remain sta- 
tionary，while the ooctave progresses downward into the seventh. 


105， 


人 short oblique oOF vertical line to a figure denotes the repetition of 


that fgure. 
二 汪 
从 
让 


1 
106.。 | 


-本 


6 


CHAPTER XIV. 


The connection of dissonant Harmonies resolving into the 
tonic triad. 


8 40. The dissonant chords just treated，heed not always resolve di- 
rectly into the triad. In some cases these chords are repeated once，or se- 
Veral times，、before being resolved; or they are even led frst into other 
dissonant chords. 

Following are 8& few such cases: 

a) The fundamental form of the Dominant chord is repeated several ti- 
Imes，Wwhereby complete chords must not be mingled with inconmpjete ones 
lacking the 有 fth. 


志 忆 - 

| 一 允 一 允 一 有 | 
107.1 

4 | 


Where the ffth is wanting，such a repetition of the chord is permitted 
onily on condition that the seventh is never led into the fundamental tone， 
exXcept when 让 appears in the Alto，and the chord is in close posiftion， 


| Bot go0o0d | 


7- DZ 
疡 -一 安 : 2 一 全 去 
| 让 王 | 
Le 人 人 人 
了 了 了 学 了 学 


49 


1n free-voice-leading the Dominant chord may be repeated in the 
most diverse pogsitions，provided the seventh is never led into the funda- 
mental， 


b) In connecting the jinversions of the Dominant chord with one another 
and with the fundamental form，the seventb Should， 这 possible，be retained 
in the same voice oT at least in the same octave, Jn certain cases it may 
be led into another interval of the chord: but by no means into the funda- 
Inental. 


9 Rebetltions uf the chord of the ninth -are Tarei in minor they involve 
the exceedingly harsh step of the augmented second 一 他 om the 6-th to the 
7-th degree，Often，however the chord of the ninth is folowed by the chord 
of the dominant-seventh，which chord-compbination results from premature 
resohultion of the ninth into the ffth of thpe tonic triad (at the same time 
fundamental tone of the Dominant chord. 

搬 一 - 写 -一 全 


-Ca 全 一 人 2 55 侵 
之 
二 


之 
让 碗 - 2 
人 站 会- | 人 | 二 - 巧 井 到 直 
上 一 一 一 
9 8 9 8 
了 呈 王 


工 红 。 


9 
8 并 -= 
一 可 Im 

d) The connection of various forms of the Iminor chord of the seventh 
with one another is allowed only, 谤 the Seventh remains in the same 0ctave: 


<“ 吕 态 所 


When diverse forms of the diminished chord of the seventh follow one 
another，the step of the augmented second has to be avoided. 


Like the chord of the ninth，the chord of the seventh on the 7-h degree 
may pbrecede the Dominant chordqd，in which case the seventh (formerly ninth) 
descends one step jinto the fundamental tone of the Dominant chord. 


e) The chordqs of the seventh on the 5-th and 7-th degrees may also 
be connected with the Dominant ticd; the seventh must here resolve not 
into the fundamental tone，but into the ffth of the triad， 


116。 


Ags regards the chords of the seventh on the 7-t degree，they can be 
connected with the Dominant 杂 rixd only in case the latter stands between 
the second and third inversions of the chord of the Seventh, and two Voices 
remain stationary，while the Bass progresses in contrary motion to the third. 


CHAPTBER XV 


Chords of sequence. 


8 41. If we repeat several times，a motive consisting of the dominant 
chord and the tonic triad，and descend one step with each repetition，we 
obtain a Sequence made up of a series of chords of the seventh，each one 
of which 一 like the initiai dominant chord 一 fnds its solution in a triad a 
fourth higher or a ffth lower. Such chords of the seventh, ocecurring chiefly 
in Sequences，8aTe termed choyxgs of segowezlce 汉 ) 


119.4| ete. 


#) They are alSo called auxiliary echords of the seventh. 
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Such Sequences may also consist of inversions of the cherds 


-多 一 臣下 
纪 - 己 一 它 一 写 一 
演 二 三 王 二 二 天 三 三 过 二 三 二 二 三 二 | 
古 一 一 一 心 一 一 
120。 etc 之 etc 
妃 公 人 妇 沪 〔C， 
5 瑟 5 3 3 3 3 
吕 1 6 6 条 总 和 4 


fn open position， 


已 如 二 字 - 必 忆 8 t. 
一 和 一 短 2 疆 2 一季- 天 人 银 - | 
所 吕 号 五 
6 6 0 人 6 6 


To establish a smooth connection between these chords，we must See， 
that each triad have two tones in common with the following Seventh chord. 

This purpose we accomplish by leading the ffth of the seventh chord 
one step downward into the fundamental tone of the triad If we fail to do 
this，the Sequence loses much in beauty and continujity; and the frequent 
recurrence of s0 many acute dissonances can no0 longer be justifed. There 
is also danger of extremely harsh concealed fifths. 


1921 


One common tone suffices，where the seventh-chord is in its fundamen- 


tal form and 1acks the 人 fth， 


If the third of the seventh chord lies in an inner voice， 让 can be led 
two steps downward; but only in contrary motion to the Bass. 


Naturally this deviation can take place Only，when chords are c0mplete 
and in the fundamental form， 
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8 42. However smoothly we lead _ the harmonic progressions in these 
seqttences，jumpbs are tunavoidabte. The bass, in the fundamental form of 
chords, proceeds by jumps of fourths and ffths; but these being characteristic 
in that voice，are by no means unpleasant， But in addition to this we find 
a beriodically recurring jump of a third in one of the upper voices，Now， 
where SO many strongly dissonant chords follow in close Succession，it 
should certainly be our aim So completely to fuse them together,， that not 
a Single juamp occurTs. 

To accomplish this aim，we frequently permit the third of the seventh 
chord to remain stationary an unresolved the result being an unbroken 
chain of seduence chords，each of whbich resolvyes into its SucceSSOT. 


2 一 万 一 五 -2 一 之 S 一 码 一 训 一 
于 基于 2 芋 2 人 一 282 有 区 


Sucna & seqduence js but a modification of the original sequencei and the 
law of resolution is by no means Violated，as each seventh chord contains 
tbe tones of the triad erected on its fundamental._ This is iustrated in the 
following group of chords: 


125， 用 一 名 一 


8 43，Chorqs of sequence are not confined to the Sequence; they may 
also appear Otherwhere oT in 位 agments of Sequences These 他 agments can 
be introduced by any seventh chord，we choose， We have to bear in mind， 
though，that the Seventh must at all times be pbrepared 一 that is, 让 must be 
contained in the same voice of the preceding chord 


三 王 二 过 二 二 二 王 二 过 二 王 芋 二 二 三 和 | 
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开 the third of a Sequence chord in its fundamental form，lie in the up- 
per voice. 让 may again 一 being no leading tone 一 progress two _ steps down 
Ward. 2 


This cannot occeur in the Seventh-chord on the frst degree，as its third 
is leading tone to the triad on the 4-th degree-. 


Less zxood good 


8 44. To become more familiar with the sequence chords， let us divide 
them into groups: 

a) There are two sequence chords thbat consist of a major triad and a 
Iajor seventh: these we find on the 1-st and 4-th degrees 0f the scale 


=[EEE 


Their major seventh renders them extremely harsh，for which reason 
they are used less frequently than the others. 

Db) There are three sequence chords consisting of a minor triad and 
有 Seventh: they are found on the 2-nd，3-rd_ and 6-th degrees of the 
SCajle. 


下 II VI 
sr 上 论 隆 砷 参 导 大 洁 
Being less dissonant than the frst group，they are used more often. 
Of special signifcance is the Seventh chord on the 2.nd degree，a fact， 
Which the student will comprehend later on For the present We Wil Say 


that its importance arises out of the fact that it is resolved into the Domi- 
nant triadu，next to the tonie the most important chord of the scale. 


四 | 


c) The two forms of the chord of the seventh on the 7-th degree Imust 
be clearly distinguished. As minor seventh chordq 让 TesolVes into the tonie 
triad，as chord of sequence，however、 让 progresses jnto the triad on the 
3-rd degree， 


The minor 一 E 2 王 区 有 | 2 区 非 2 参 赴 


1392。 
昌 人 
了 


The Sequenee 一 


183. 
(Chord on the 7-th degree 


五 wexcises，The pupil shoud write out and Play all the existing chords 
of sequence in the several major Keys. Not until he has thoroughly digested 
the rules governing the connection and resolution of sequence chords should 
he work te following exercisSesg. 


由 


外 弛 > 2 国 上 6 
2 7) 人 
可 一- | 
十 到 三 三 生 三 三 三 三 三 三 三 三 三 三 
医 疾 三 重 三 二 
| - 亿 一 一 
8 6 7 7 
竺 三 王 王 天 E 生 这 本 二 主 区 三 王 王 二 二 三 二 于 
E 2 8 6 
3. 
下 三 三 三 = 二 三 生 三 三 三 三 二 ES 
6 6 一 6 = 人 


*) In this chordq of the sixth and ftfth the Seventh cannot be BrIepbafedi Since，BhowWevery 放 
has 8 tones ia common with the preceding chord，n0 preharation is needed. indeed，the succes- 
Sion of triad and chord of the 8eventh on the Same degree aLWaySs Sotnds go00d, 让 the triad 
has the fandamental doubled， 


52 
一 人 一 十 一 页- 
二 三 三 E 二 三 二 三 5 三 三 三 三 三 = 
7 2 6 2 6 6 2 和 二 


CHAPTER XVL 


Chords of Sequence im minor. 


S 45. A _ complete sequence in minor is not practicable，since not all 
chords of the seventh can be resolved into the required triad or chord of 
the 7-h，as we shal soon see. Let us frst inspect Separately the Chords of 
the seventh built on the Several degrfees of the minor Scale. 


巴 首 
5 2 一 允 一 运 芝 一 有 一 2 
185. 
全 医 汉 
所 于 3 生 6 
I IE IV V VI VII 


I_ The chord of the Seventh on the 1-st dqQegree Cannot SerVe OUT puT- 
pose，because， in its resolution，the seventh would progTresS downward by 8a 
tone and a haif which would be quite at variance with the real purpose of 
resohution， For, it is only by 8 Melodic brogression of thpe dissonance Q0Wn- 
ward into a consonance,，that our musical Susceptibilities，disturpbed by ta 
dissonance，8aTe quitted. 

1 The chord of thpe seventh on the 2-nd degree resolVes in the regular 
manner into the dominant triad，and is much used， 


二 2 


了 Equaly well can it be connected with the dominant chord. 


元 
139。 
CN 站 C 全 权 
上 | 王 三 | 
了 5 2 3 
6 4 习 < 2 


IU.， The chord of the seventh on the 3-rd degree is a doubly dissonant 
chord，because it contains，besides the seventh，an augmented triad. It is 
nevertheless used, its augmented ffth being led，without exception，a half- 
tone UpDwards, 


139。 


Still, this chord and its inversions are but Tarely empbloyed，3as the pe- 
paration of the dissonances is generaljy 他 aught with much qi 组 culty， 


5 6 3 6 有 4: 


1IV.， The chord of the seventh on the 4-th degree is commoniy resolved 
into the chord of the diminished seventh，and not into the triad，in order， 
frstly，that the third should not make the steps of the augmented second， 
and that，secondly，when the third resolves downwards，the doubljing of the 
fandamental (at the same time leading-tone) of the augmented triad should 
be &voided 


141. Resohation into the triad 一 Resol， into 切 e Sev.， chord 
全 可 | 
乞 2 二 
亿 
2 5 
46 


V. The chord of the Seventh on the 6-th degree is likewise best reSol- 
ved into the Seventh-chord and not jinto the triad of the 2-nd deglee， 


了 Resolution into thbe triad 一 Resol， into the Sev，chord, 


号 术 人 < 二 
大 于 村 2 攻 到 这 天 本 29 区 到 有 下 
全 吕 之 石 之 
您 -人 
二 一 [名 -全 广 一 全 马刀 
上 
3 2 
四 和 


忆 
6 7 7 品 2 37 2 5 
6 入 避 


T42.。 


汪 2 于 


VI The chord of the seventh on the 7-th degree is not used in the 
character of Seduelice chord，as its resolution into the harmonies of the 
3-rd_ degree presents many diffculties. | 

We learn from the aforesaid, that a complete Sequence in minor is not 
praeticable，We can construct merely fragments of Such a seduence，consis- 
ting of the chords on the 6- 如 2-nd and 5-th 一 OFr 0f the chords on the 小 tb 


and 7- 划 degrees. 
有 演 
和 会 | 
可 一 儿 要 2 站 人 
皮 懿王 =| 


1483. 


了 Xercises. 


证 兰 尖 和 兰 震 三 过 于 二 二 汪 
主 二 扑 寺 和 二 | 宇 芭 让 2 


5 灿 - 吕 必 生 6 5 
6 和 5 站 和 机 
76 
全 一 参 - 一 一 
| 
人生 了 
6 


CHAPTER XVI 


The Harmonization of 2 given melody. 


8 46， In the harmonization of a given melody the student is confronted 
by a new difficulty. Not only must he see that the harmonies are properly 
connected，but he mnust fnd the chords which shall best answer the demands 
and purpbose of the melody，We cannot see from the melody itself what are 
the chords appropriate to it for every tone of the melody may beiong to 


的 


Several different chords，not all of which would answer the appropriate har- 
monic purpose. The mere 人 fact that one of the notes of a melody fits into 8& 
certain chord，does not justify our application of that chord、EFurther，Wwe 
must see that the inid demanded by the melody，be Such that 让 can be 
legitimately cdnpnected with its neighbours; that the voice-leading be gcodi; 
and finally，that at certain points of the melody there shall occur Special 
harmonic formulas，sSuch as Cadexces. 

We will now examine the circumstances，conditions and points of viewW 
that determine us in the choice of this or that cnord. 

8 47. The proper use of the triads,， in their fundamehtal form is already 
known to us But the functions exercised by their invyersions in the harmo- 
nization of given melodies (especially in the case of the six-four chord) we 
mitst inspecet Immore closely， 

a) The chord of the Sixth appears far more frequently than any other 
of the inversions; and its proper use is attended by no diffculties. 

We need merely strive to use 进 at points，where the Bass is in contrary 
motion， Where the Bass is at rest，this chord sounds feeble and lifeless; 
especially 证 过 be followed by the fundamental form of a triad on the same 
Bass tone. 


b) The echord of the sixth and fourth can be effectively employed in but 
few caSes, 

These are 38 folows: 

1) When-the Bass progresses thbrough all the intervals of the triad 记 
sucecession，beginning with the fundamental tone，while the upper VoiceS Te- 
main Stationary， 


2) When the six-four chord stands between two triads in itheir funda- 
mental form，with the Bass remaining stationary， 


This case may be modified by allowing the Bass of the ehord following 
the Six-four chord to progress one step up-or downwards, Special care being 
taken that the chord-connection be very smooth， 


In this case tbe six-four chord should oceur on the unaccented part of 


tepwise into and from the chord of the 


3) When the Bass PrOgTes86S 8 ] 
SixXth 2 fourth. The fourtp is then the link between the Six-four chord and 
记 e ehords on either side of it，Such a case 0ccurs for example， 证 the chord 


stands between the fundamental form and the Sixth-chord of one and the 
same triad， 


case be connected with one of the neighboring 


is chord must 'in 3aD 
人 into or from its other neighbor the 


Chords by means of its fourth，and 
fourth must progress StepwWise， 


生生 上 半天 


6 4 6 6 二 
避 避 


150， 


4) When the six-tour chord occurs on the accented part of the measure， 
directly following its fundamental triad，and progressing into the triad & 
ffth above 计 汪 )， 


There are doubtiess still other 0pportunities for the use of the chord 
of the sixth and fourth; but we cannot，in & theoretical treatise，enumerate 
each and every case 0ccurring in the pfactice of the art，the purpose of 
musical science being rather to contemplate and Systematize the harmonic 
combinations in most general Use. 


#) The Six-four chord i8 here the resuit of suspensiohns; 8ee Chapter XII S$ ?73， 


57 


tt is left to the talented pupil to follow the promptings of his musical 
instinct and occasionally overstep the theoretical jlimits herein set down， 
The less talented student，however，who is in need of definite and concisely 
expressed theofetical principles should work in strict accordance With the 
rules，troublesome and unbending though they be. These rules have sprung 
empiriecally out of the musical promptings of man'S nature， 


8 48. Let us turn now to the dissonant harmonies. The Dominant chord 
can be used without restriction in al cases; if its Seventh is prepared the 
chord sounds Imilder and inore agreeable. The resolution of the fundamen- 
tal form of the Dominant chord into the tonic triad constitutes the formula 
called a Cadence. To this formula belongs the property of completely clo- 
Sing 0 信 8 composition or one of its parts 一 especially 让 the triad appears 
in 0ctave position. For Which reason this Sucecession of chorqds should be 
avoided in the Midadle of a piece of music. The ?vexstions of the Dominant 
chord，howevel，have not this cadencing character and are therefore better 
sujted to the intermedqiate portions of 8 piece，where the element of motftion 
is Uppermost and smooth，and fuent voice-leading necesSaTy. 


The other chordqs of the seventh，8a8S well as he chord of the ninth, re- 
quire breparation of their dissonances; consedquently they can be employed 
onjy at points of the melody，whbere such preparation is possible. The dimi- 
nished Seventh-chord alone may enter Unprepared， in the manner of the do0- 
minant chord; but g00d voice-leading is important，Finally，any dissonant 
chord can be employed，as long 8aS 3 broper solution is possible. 


Dissonant chords Should not be used too lavishly; proper musical eco- 
nomy prohibits a Superabundance of them, In triads lies true harmonic beau- 
ty， [In his free choice of chordqds the beginnaer Should hot strive after 
exceptional，singular effecti for，while these are of inestimable value to the 
accomplished composer in expressing certain peculiar moods，a heaping up 
of vague dissonances is Dot advantageous in 8 piece of writing，whbich has 
Dn0 Such special purpose，and in which absolute beauty is sought Tather 
than relative beauty 


SS 49，We must aways commence with & consonant chord in fundamen- 


tal form, At the close Should appear the So-called prolonged cadence: eXCcept 
in Cases Where the last notes of the melody exciude its use， 


The augmented cadence consists of four chords，of which the last two 
( Dominant-seventh and Tonic) constitute the cadence，properly speaking. 
The first two chords Imust be the tonic and the subdominant， There are two 
kinds of prolonged cadence，dependjing on Which of these two chords is pla- 
ced first. 

A. Cadences of the 1l-st class are congstituted as follows. 

1) On an unaccented beat *) we fnd one of the chords belonging to the 
sub-donlinant gIOoup 一 that is，either the triad on the 4th degree (in funda- 
Imental form or as chord of the Sixth) or the triad on the 2-nd duegree 
(also in fundamental form or as chord of the sixth) or，finally，as a Spe- 
cial exception to the Irules of resolution 一 the chord of the Seventh on tbe 
2-nd degree， in any one of its frst three forms. 

2) Then follows on an accented beat the chord of the Six-four of the 
tonie triad，which in turn is succeeded by the cadence proper that is to 
Sa7: 

3) on an unaccented beat the Dominant chord or the Dominant triad and 

4) on accented beat the tonic triad in its fundamental form， 


Examples of prolonged cadences of the first group follow: 


%) TI Imust take for granted, that the distinction between accented and unaccented PaTtS of 
8 measulIe (AIsis and Thesis) is Knowan to the puPpiL 


B. Cadences of 友 e secomd 9r0UD are constituted as follows, 本 

1) On unaccented beat we find one of the chords belonging to the to- 
nic group, 一 that is to say，the triads on the l-st and 6-th degrees in fundar- 
mental form or as chord of the Sixth. 

2) followsg on accented beat one of the chords of the sub-dominant group 
(triads on the 4-th or 2-nd degree or als0，the chord of the seventh on the 
2-nd degree) in fundamental form or frst invVersion， 

3) Dominant chord or Dominant triad in fundamental form， 

+) the tonic triad in fundamental form， 

了 Bxamples of Such cadences follow: 


3) D) O) 

| 1 | | 
塌 到 二 刀 逐 3 全 三 
攻 和 和 


158。 


局 时 


#) In three-divisioned time the chord of the six-four must take up the greater part of the 


imeasuTe. 
#*) In mixed time the chord of the six-four may fal on the second accented part of the 


了 邢 68SUIe。 


The case e, in which the chord of the Sixth and ffth falls on the accen- 
ted beat is one of the commonest forms of this group of cadences. 

The cadence must be 2ex 大 of that is，the last triad must appear in the 
position of the octave or fifth; 庄 this triad，however is in the position of 
the thirdQ，the cadence is ?oOex7ct. 

In minor the prolonged cadence is constructed as in major. 

8 50， We cannot Suftiieientiy emphasize the importance of guarding from 
thbhe very start against forbidden progressions of ffths and octaves. My pro- 
longed experience has taught me，that no fault grows into a habit more 
easily than negligence in this respect， The ablest pupil will overlook a great 
number of open or concealed fifths and octaves, 计 i he work carelessly， 从 
closer exXamination of concealed progressions is here in place 着). 

On the whole，such progressions cannot be Set down 38Ss absolute 扫 ults: 
there are even IDany Cases，Where they are unavoidable，e，g. in the res0O- 
lution of certain qissonant chordgs: 


Nevertheless，concealed progressjonSs，where they are not justifed by 
Some higher harmonic law，serve to mar the purity of the wrTiting，and are 
consequentiy to be avoided whereever possible 

Here some hints on this subject will perhaps be in place, dispelling any 
doubts of the student as to when and how deviations from the rules gover- 
ning concealed progressions can be made， 

A.， Concealed octaves and fifths in the outer Yoices， 

They are often very disagreeabje and occur most frequently of al，be- 
cause of the extreme mobility of these voices. 

They should be avoided by all means: 


*) These pIOgTesSions aIe Called concea1ed for the Teason， that they do not actually appear 
in the voices in question， but must be imnagined, They are hidden in the silent tones that fll out 
the interval of the jump made by one 0 both Yoices. 
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一 一 -一 


TI when the upper Voice DrogTresSseS by a jamp ”) 


led oetaves sound particularly unpleasant,， when the 0ctaVe appeaTS 
3aS an Fifth in the AN chord，or as doubled third in the Sixtb 一 
chord as in example Ice Oo [Ld， 
TI Where the outer voices move in jumps in the same direction 一 eVen 
though the inner voices remain Stationary OF DT0gTeSS StepwWise 一 concealed 
Fifths and Octaves are likewise to be avoided 


B) Concealed progressions in the inner Voices:. ， 
Concealed octaves are here entirely out of the question，arising solely 
记 consequUence of bad voice-leading 


*#+) Despite the jump in the upper voicee， concealed pT0gTessions SoOund by no Imeans Unplea- 
Sant，wWhen they occur in the connection of 8a triad with the Dominant chord and when the se- 
YT nth is prepared ia an inner voice. 
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Concealed Fifths，however，are permitted，provided the voice 一 leading is 
natural. 


C) Concealed progressions between an inner and onter voice are disa- 
greeable，when the jump lies in an inner voice， 


in most remaining cases Concealed progressiongs are SCarcely to be avoi- 
ded (as e.g. in the resolution of the Dominant chord); and 让 is realy not 
at all neceSSary to avoid them， 

In closing this chapter we would again Temind the pupil that he must 
concentrate his attention on good voice-leading and rational chord progres- 
sions. Only such attention will enable him entirely to avoid forbidden open 
progressions and to conftine the tse of concealed ffths and 0octaves to cases， 
where their occurrence js absolutely unavoidabje 3 

Wote_The Bass Imust not progress by successive jamps in the Same 


direction， 
你 
< Ce 2 
公 艳 人 酌 
人 


Jumps of sevenths 一 except of Ininor sevenths 一 are entirely Prohibited; 
where the bass jumps a minor seventp， the upper voices Imust remain sta- 


ionary-. 
| 
忆 
3 一 
与 一 


8 加 
The jump of an octave is permissible. 


BEBXercisesS. 


本 三 三 王 宇 三 三 
于 二 和 


*) 工 w0 parallel ffths ale permitted，when the second is diminished; bat hot vice Yersa。 


一 过 1 
下 三 二 三 生 王 二 三 三世 二 三 于 三 到 三 三 
这 王 三 三 三 三 = 王 三 三 二 王 三 三 王 二 EE 汪 | 


陈 人 全 三 王 三 二 ES 本 


Third Section. 


囊 odulation. 


S$ 51. Harmonic combinations are not always limited to one keyi; they may， 
in the course of a composition，leave the main key，passing into the domain 
of neighbouring keys Imore or less remote and fnally return to the origi- 
nal Key 

To pass ffrom one key into another it is not sufficient merely to employ 
a_ number of chords not belonging to the main key 一 we must clearly esta- 
blish the new key; tbat is to Say，we must insert a chord，that can belong 
only to the Key We wish to reach and which，forming the bridge between 
the two keys，clearly defnes the new from the 01d. 

Such a transition from the harmony 0f one key into that of another by 
Imeans ofa chord, which unmistakeably denotes transition, is called: Modawiation. 


CHAPT 了 ER 和 VIITL 


Direct Moduuliatiomn. 


S$ 52. The quality of indicating & certain key is p0Ssessed by all disso- 
nant chords resolving into the tonic triad; also by the dominant triad，when 
followed by the tonic， The most important of all modulating chords is the 
Dominant chord; for，notwithstanding its resolution into the tonic triad，its 
VeIy outward form Shows, that it can belong to but one key; which is not 
the case with other modulating chords The chord of the minor seventh, for 
jinstance，while belonging to the major key on the 7- 好 degree of Which 让 
is erected, is also a member of the parallel minor key，on whose 2-nd degree 
让 stands， 

The Dominant chord，then，always belongji to but one key. 

S$ 53， Let us contemplate the modulations effected by means of this cnoId 

The simplest and most direct modulation Would consist of but three 
chords; the tonic triad of the given Key，the chord of the Dominant-seventh 
and its resolution into the tonic of the new Key，. 


The following two rules of voice-leading should be observed in order to 
effect 3a Smooth connection of these three chords. 

JTJ_ The Dominant-seventh chord must possess at least one tone in com- 
mon with the preceding chord，which tone must be retained in the Same voice、 


Where the first triad has no tone in common with the folowing modu- 
lating chord，we must use an intermediate chord 一 3 triad belonging either 
to the original key，the Key to be reached，or even 3 Key not to0 Fremotely 
removed 他 om the two in question This triad must be Well connected with 


the original triad. 


In some cases the common tones appear as harmonic alterations. 


jat 一 


TEL The two different forms of a degree, that is to Say 3a tone and its 
chromatic alteration must remain in the Same voice， 


By not folowing this rule we obtain a very Unpleasant relation between 
two Yoices; namely，the cyoss-ye1c07. 
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When the tone to be chromatically altered appears_doubled, the effect 
of the cross-relation resulting is suficiently moilifed by -observing the rule 
in one voicei 8 jump in the Bass is preferable to one in -an Upper voice. 


good less good 


堵 | 
2 一 / 纸 

169. 
2 
2 和 

Ags the Dominantrseventh chord is the same in minor as in major， the 
modulation remains unchanged，whether leading to major or Iminor，Modu- 
lations starting from minor are more di 人 icult to effeet because there are fe- 


wer intermediate chords. Resource must frequently be had to triads of other 
keys: in modulating half a tone downwards Such 3a course is indeed inva- 


Tiably neceSSary 


: 


EPE 


8 54. From the above 示 will be seen that in direct modulation, corTrect 
and fuent Yoiceleading is the chief consideration. Jumps are permissible 
onjy in the Bass，and then not alwayS. Jumps 0f augmented intervals are 
unmelodic; it is best to substitute them by their inversions, that is, by jumps 
of diminished intervals. A step of an augmented second would， for instance， 
have to be replaced by one of a diminished seventh. 


]ess g00d good 


]e8sS go00d good 


工 72. 


一 一 Djpot 0 一 -一 D CO Ri 
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人 下 一 一 一 6 ji 0 一 一 G 


在 有 二 二 已 芋 引 EE 汪 本 要 | 
三 三 三 全 全 全 全 且 全 让 汉 


一 4jpot 0 一 4 0 一 了 CC 也 


人 | 二 二 多 


1-st Bxercise，Work out similar modulations 好 om and to all the dife- 
rent major and minor keys. 

S$ 55. Modulations by means of other chords resolving into the tonic triad 
are subject，for the most part，to the same rules. 

a) The chordq of the ninth oceurs but rarely as 8& modulating chord, since 
its use is always fraught with di 人 culty. 


和 se 区 < 二 己 | 


b) Modujations by means of the chord of the minor .Seventh are as0 


not frequent. 


苹 会- 分 一 多 生 交 至 人 人 


175。 
手相 下 


c) The chord of the diminished seventh is，by reason of a certain per- 
which we will discuss later，one of the most potent factors in mo- 
Ulation 


d) Modulation by means of the chord of the Sixth of the diminished triad 
on the 7-th degree 一 which chord is available for modulating purposes by 
reason of its leading tone--is connected with some di 人 eulty; yet 让 is much 
employed，especially in going over into neighboring keys. 
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二 二 二 二 三 三 
和 


177.。 


e) The Dominant triad is also used to advyantage in modulating 


The chords of the minor ninth and diminished seventh, while being found 
only in minor，are resolvable both into major and minor，which fact adapts 
them for purposes of moduliation. 


| 在 238 剖 


179。 | 


本 王 二 世 三 三 | 


Jn order firmly to establish tbe new key and to round o 他 the entire mo- 
duljation，we employ a prolonged cadencee 


*) In this modulation the chords have no common tonesi but the fact that ali the Yoices 
proceed stepwise suficiently justifes their absence. 


Note. All accidentals not oceurring in the Kkey must be noted in the fgu- 
red bass， instead of a sharp we often find an oblique line through the fgure: 
4，8，3，2; the augmented fourth is frequentiy expressed by 4+. 


生生 三 三 三 三 E 三 三 =: 


三 三 


台 从 6 此 多 笑 
E 侍 


8 56. Frequently modulation is begun by a cadence of the 1-st cl8SS， 
This is te case，Wwhen the Six-four chord of the Key to be reached is also 3 
Imember of the given Key. 


| 
EEC2 


Q 
由 
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2 22oeyctse: WoIk out modulations by means of the chord of the ninth， 
chord of he Iminor Seventh，chord of the diminished seventh，chord of the 
Sixth of the diminished triad，and the Dominant triad. 

3-7d 五 zeyctse，Work out various modulations，using eveIy possible time- 
division，and cliosing 0 人 each modujation by &a prolonged cadence. 


CHAPTIBR XIX， 


Transient Modulation. 


8 57. Besides direct modujation，there is the indirect or transient modt- 
lation，which，instead of immediately introducing the desired Key， frst pas- 
Se8s through one OoT Imore neighboring keys. 世 would be impossible to set 
down 6Xact limits for Such a degression; 记 geneIal 过 may be said thpat one 
Should choose，if not exactly the nearestrlying keys，at least such as are 
not too far removed 人 fom the original key. 于 we deviate in a direction oppo- 
Site to the normal course #)，We must aways return to this course with the 
View to bring the moduliation to its close. 


*) By 5normail course“ 工 mmean the circle of ffths or modulationg through parallel Keys, 
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Li 和 rthermore impossible exactly to constitute how long We Temain 
in any neighboring key we touch; this must be entirely left to tpe indivi- 
dual musical susceptibility of the student. 

The prolonged cadence should be introduced only after the last modu- 
lation; tbat 语 ， when the go0al has been Teached. 

Following are some examples of bassing modujations， 


C DO -五 sjay0 


三民 三 三 | 
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8 58. Under this heading belongs also the transient modulation in fornl 
of aa Sequence, 于 a modulating chord be found in the motive of a seqduence， 
让 Deed not，in the repetition of the motive，modulate in the same_direction; 
in this we maust be governed by the degree of relationship betwecn the chords 
to be connected. 


19S4。 
DR 人 二 吕 
CS -2 一 蔬 | 一 CDP-| L 弛 
有 2 全 枕 2 二 
2 -一 证 | 


Here foljlow some modulations in form of Sequence. 


-6 


C 一 -一 绑 


下 一 一 0 一 


ID the ]ast exXampble we d0 not definitively feel the modulation until the 
5-th bar，while in the preceding four bars the keys a，F，and d are barely 
indicated by means of he echords of the seventh on the 2-nd degree and 
their resotution into the respective Dominant triads， 

$ 59. There aae als0 sequences，in which every chord constitutes a mo- 
dulation， They are such，in which Dominant seventh chords or other echords 
Tesolving into the toniec succeed one an0ther，aiways falling 3 fifth or Tri- 


?1 


sing & fourtb,，as in 8 sequence withbin the limits of one key. In such a se- 
quence，each chord resolvegs into & chord which itself demands resolution， 
and forms at the Same time the resolution of its predecessor. 


相册 


2 2 所 
和 
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]f we had fve Yolices at our disposal，we could construct Such 8& Se- 
quence，consisting of a chain of chords of the ninth resolving into one ， 
another; in tour 一 part writing this is not practicable，since the ninth must 
be resolved into the ffth of the following chord; now, in a four-voiced chord 
of the ninthb it is just the ffth that is omitted，because no other interval 
can be dispensed with. 


187。 


Tue following example Shows a Sequence composed purely of chords of 
the Seventh on the 7-th degree. 
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Al these Seqduences can be appjied in transieht moduilations #)， 


C 一 -一 一 玉石 瑟 1ot 4jui 


五 zeycise: Construct numerous modulating Sequences， 


C@ 开 APT 了 BR XXX 


再 armonization of given melodies with modulations. 


8 60. When, in a given melody，notes 0ccur with accidentals foreign to 
the Key，we infer that at such points the melody modulates into Some other 
Key，What key thisg shall be, is determined by different circumstances. If we 
regard the note with the accidental as one of the intervals of the Dominant- 
Seventh chord or Some other moduiating chord，we must，in choosing such 
8 chord，Ssee that the next note of the melody allows of its proper Tesolu- 
tiona， The choice of the chord is further conditioned by its distance from the 
main Key. 

In mere musical fragments，sSuch 3aS constitute the exercises of this text- 
book，modulations to remote keys should be avoided 

下 he trend of the melody itself also determines, in a Iaeasure, the choice 
0f the modulation， 了 for instance， in a Imelody in C major we meet with 
8 CC Sharp， folljowed by d, 一 into what key would it be best to modulate? The 
note c Sharp，coming，88 让 does，before d gives us the choice between three 
different modulations: those jinto d major d minor and b Iminor. 
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i : j iad occurring 好 

nd of those keys lies nearest，the d minor tria 
the 让 of 沁 major. Nevertheless，We ay choose either of the ee 
keys，provided the farther tendqeney of the melody justifes its applic ， 


ln the first case We Would have to modulate to d minor，in the Second 
j d in the third to b minor， ， 
RN the melody gives no hint as to the choice of 机 
tain key，we must follow the dictates of our musical instineft， In 人 Te 
wing example the modulation to G is just as pTOpeT 838S that 训 ，Seeing 
that both these keys are equaly far TeIaoved from the given Xey. 


一 如 
上 


三 二 | 


Sometimes a modulation is called for although there is no visible indi- 
i 下 让 . 
ts 4-th bar of the following melody，for example, the note dQ causeS 
us to feel that the modulation to 8 Iminor jg to be followed by one to G 
maor. 


Finally，modulations may 0occur，where the melody does not really de- 
mand them. 


i i i ich ; iar fof the fact that 
*) At this point we encounter 8& mdulation to 8& minor， Which jg peculiar for 
the 0 放 of b seventh on the 2-nd degree Tesolves into the Dominant seventh chord. 
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了 本 Xercises. : 把- 基 


CHAPTBERR XXIL 


The enharmonie properties of the chord of the diminisheu 
SeVenth. 


$ 61. The diminished seventh chord consists of three minor thirds erected 
one on the other, In the inversions of the chord，we obtain in place of mi- 
nor thirds，their enharmonic equivalents 一 angmented seconds，If we now 
Substitute these augmented seconds by the corresponding minor thirds, each 
jnyersion thus enharmonically changed gives us 8 new diminished seventh 
chord. 


a-Iainor C-minor e 了 at-minor 区 了 at-minor 


So that eveIy diminished seventh chord is the equivalent of three other 
diminished seventh chords, TwelVve keys，in all，are known to US; Conse- 
quently we recognize but three diminished Seventh chords distiact 各 8S02720. 


BEBvery diminished seventh chord，then，can，by enharmonically changing 
its intervals，be resolved into four distinet triads. 


，*) 轩 hole notes 记 the melody by no means demand corTespondingiy long motes 记 the of 6 人 由 > 

和 人 全 0CCnETI 所 &bove melody indicate tha 虹 je 和 和 | E 外 
PTIOPITiate 证 如 e frst twWo bars，and that the prolonged note in t j 

Tegarded merely as a tone common to several chords， 0 
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Regarding each tone of the diminished seventh chord in turn as its Se- 
can lead this chord into four different chords of the Dominant- 
SeVenth， 一 


j ” 四 1spazD _ e jat 
二 和 拓 荆 帮 
| 全 双全 避 加 示 人 
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We will now endeavour to use this peculiarity of the diminished seventh 
chord for purposes of modulation， 


| 
R_ 
中 _ 
区. 
人 
MNR 
由 
人 
中 一 
区 
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再 zereise，Make modulations from different keys employing in each case 
all four reSolutions of the diminished seventh chord， 


CO 了 APT 百 R XII 


The 0rgan-Dpoint. 


8$ 62. When in course of a piece of musice We have modulated So far 
from the main key that 8 mere prolonged cadence no longer suffiees to 
impart to the main Key its original signifcance，we employ the So-called 
OrgaM-Dotpt 0F Pedal 守 ， 

This harmonie form is nothing more than & fnrther jevelopment of the 
ordinary cadence of the first group. This cadence of the frst group gives 
the feeling of a close，consisting，8as it does，of the three most important 
chords of the key (tonic, sub-dominant and dominant) and hence exhaunsting 
the possibilities of the entire key- Yet it does not as We have Said, Sufftice 
thoroughly to reinstate the main key, after numerous modulations into other 
Keys have taken place. To accomplish which we must prolong the last notes 
of hbe Bass of the ordinary cadence and erect upon them diverse harrno- 
nies of the main Key not found in the cadence，oT even harmonies belon- 
ging to directly neighboring keys The cadence proper consistS 838 before， 
of Dominant and Tonic，while its effect is greatly intensified by thbese chords 
not in harmony with the Bass note. 

An Organ-point，then，can be constructed 

1 on the Dominant 

2) on the Tonic， 

S 63. In the Organ-point on the Dominant there can 0CCUT besides har- 
monies of the main key，modulations into the Key of the Dozoizaaot 友 e Do- 
Mi0Mit OF 胡 e Domizaott 一 equivaient to the second degree and 0occutTring 
mostly in minor 一 and the ssZ-.Domtiaaoit The Organ-point on the Dominant， 
being merely a prolongation of the ordinary cadence， must be jintroduced 
by the echord of the six-four of the tonic triad and closed with the triad of 
the 5-tn degree or ttie Dominant seventh chord. 


| | 


司 二 


| 
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In minor the organ boint 0oceurs more farely lt contains 3a greater num- 
ber of modulations and very often closes with the major triad， The permis- 
sible mbdulations arTe determined by the same considerations in minor as in 
major with the exception that the key of the Dominant is taken major and 
the Key of the sub-Dominant in minor. 


x*) The wpPedalc of an organ is an aITangement for the Teproduction of the deepest to0nes 
and consjst of & Sort of manual，which is pliayeG by the feet， 


As the Bass of an Organ-point remains stationary, there remain，in four- 
part writing but three Voices for the chords，The Tenor must not，however， 
assume the character of a Bass，but must retain the tranquil movement of 
an inner voice， 

In triads the 7Ahj is best omitted. 

S$ 64. In the organ-point on the tonic we may modulate into tbhe .Domi- 
Mot (mostly in minor)，into the swB-Dooatzat OF into the SBD- Domiiaaxit OF 
友 e sb-Dooizaasit that is to say into the key lying a whole tone below the 
Inain key. 


In minor the modulations remain the same，eXcept that the sub-Domi- 
nant is usually taken minor， 
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The organ-point on the Dominant is frequently followed by that of the 
tonic. 


Note. The figuring of the chord-formations arising in the course of an 
organ-point is so complicated, that 放 is only in the rarest cases Undertaken 
at all. In the figured bass of old scores we frequently fnd but one Organ- 
note，under which are Written the words ,tasto Soi0“. 

The organ-point on the tonic often ends in the So-called Plagal or 
Church-Close，which consists of the sub-dominant triad followed by the to- 


和 
性 三 二 = 二 二 三 | 


了 zerceises。 Practise the construction of organ-points，especially 记 major. 
Also write passing-modulations，closing them with organ-points on dominant 
and tonic，. 
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S$ 65. Alcnough the organ-point has its origin in the prolonged cadence， 
and hence usually occurs at the close of a composition, it is also found at 
the beginning or in the middle of a piece of music，。In most atich cases， 
the organ-point is erected on the tonic，and is of short duration， 


有 


The frst and last chords of these organ-points must harmonize with the 
bass，. 


8$ 66. The organ-point or pedal belongs，as its name jimplies，properly 
to the bass-voice; yet we meet with a gsimilar harmonie formation in the 
Upper voices，bnuilt up，as before，on one prolonged tone，and called an or- 
gan-point. Here also there can gccur in the other voices chords that are not 
in harmony with this tone 一 but only Where ohe voice-leading is ftuent and 
stepwise，1he first and last chords must harmonize with the prolonged note, 


S$ 67，Finally，there is the organ-point erected on both tonic and domj- 
naant at once; this is much employed in pieces of & pastoral character， 


We wish merely to make the pupil acquainted with the 0Tgan-pojnts 
shown in 8$S 66 and 67:; he should not attempt to make use of them in his 
exXercises， The former of these 0rgan-points demands more expberience and 
Skill in Voice-leading than can be expected of a beginner，while the jatter 
occurs only in operatic and Symphonic compositions. 


Second Part. 


Acciduental harmonic forms, 


8$ 68. Beside the recoghnized harmnonic combinations，there occuT in mu- 
Sic tone-combinations which cannot be called chords，8aS they are not made 
up of tones Systemaftically erected one on the other，but accidentaly arise 
through the melodic motiona of 如 e voices，wWithout，however，impairing the 
true character of the Harmony. 

Such melodic deviations of the voices 个 om the intervals of a chord 
arise, when certain tones belonging to the chord do not enter simultaneonsly 一 
as 识 the case 0f sW82eX8t008 and aticipa 龙 08 一 OF When tones Strange to the 
chord make their entrance 一 Dass2209 and cjaz919 notes. 


First Section. 
CHAPTBR XXIII. 


SuSpensiomnS， 


$ 69.，A suspension is the harmonic formation tbat arises，WwWhen not 
al the voices of a chord enter Simultaneously; one 0T more 0f the voices 
enter later (are Suspended)，causing dissonances，wWhich fnd their resolution 
iD the chord itself 

Suspensions may be found in any of the four voices，at points, where the 
Voice in question moves UpwWards or downwards by a step， We have，then， 

I. Suspensions iD 8 dowDward direction， 

II Suspensions in an upward direction， 

$ 70、lhe suspbension downward appears Where the voice progressegs 
down by a step; this step may be either 8 major or a minor Second， The 
suspension must be prepared and resolved.， By the preparation of a Suspen- 
sion we mean that the note forming the suspension must be contained in 
tbe Same voice of he preceding chord，The resolution of 3 Suspension 
(since 直 is a dissonance) consists in leading this note one Step downwards. 

Consequently the suspension invariably falls on the accented beat, while 
its resolution occupies the beat relatively unaccented. 
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In thbree-divisioned time the resolution falls on the second unaceented 
beat，except in cases Where a new chord enters on this beat. 


212。 j 人 国光 人 
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S$ 71. Should the tone，into which the suspension Would have to be re- 
solved. be already contained in one of the three Upper Voices, 920 StS261830H 
CO 1oje jace， The reason for this is tbat the musical ear tolerates the 
dissonance of a Suspension 0n1y when it resolves into 3a tone Which the ear 
posjitively demands，and which is not yet present in the chord. This ruie is 
not appblied to the Bass，because the presence of the tone of resolution im 
this voice does not hinder the resolution of the suspension， 


L 则 es Se 三 
下 下 三 王 三 下 至 三 二 下 三 三 | 


In rare cases Such an exception may 31so take place in the Tenor. A 
suspension in the Upper voice of a chord of the sixth may，for instance，be 
resolved into a tone already contained in the tenor, 计 this tone TepresentSs 
the doubling of the fanqamental or of the fftp，and 认 further，the voices 
in question are Separated by the interval of a ninth instead of & Second， 


8 72 In the Bass itself suspensions oceur more farely，since， 训 triads 
in fundamental form，and in echords of the six-four, the Bass is nearly alwWayS 
doubled in one of the upper voices，rendering the observance of the above 


rule impossipbie. 
hot gocd | 


| 


21. 


84 


Consequently suspensions in the Bass can oceur only in those Tare ca- 
ses，wWhere the Bass 一 note is not doubled. 


三 | 
正二 三 下 三 三 和 生 | 


A Suspension in the Bass sounds Very g00d, 计 tpat voice has the third 
(7-th Step of the Scale)j of the chord. 


1 E 
枚 二 二 于 玉 王 二 攻 于 三 三 = 二 三 王 三 | 
汪 王 三 三 三 三 三 引 = 三 


H， however，the voice-leading demands，that tbhe thirdq of such 8 chord 
be doubled，a suspension in the Bass is of course forbidden， 


217. 


ee 


218. 


| 


| 3 


一 一 


A suspension in the Bass is frequently found in the fondamental form 
of the Dominant-Seventh chord as well as in its frst two jinversions; in the 
chord of the second，however，the suspension 1ooses its dissonant character， 
as through the suspension itself the chord of the second becomes changed 
into the triad of he Dominant #)， 


= 三 


吾 
| 开 2 | 


In 印 e other chordqs of the Seyenth- 一 with the exception of those on the 
2-nd and 7-th degrees 一 the suspension in the Bass sounds very harsh and is 
but seldom found. 


8 73.， Suspbensions Can als0 occur in two or hree voices at once. 


219。 


避 才 卫 | -~ 勾 | 二 as 二 是 
生 二 天 二 二 习 | 
220， ~ 一 一 二 和 人 


#) The SSspension of the Seyenth does not have the effect of & Stuspension in any case， 
eyen when occuITing in some other voice， 


The suspensions marked with crosses give ITise to the sort of Six-four 
chords of which we Spoke in 8 47 daivision 革 . 

Suspensions ip two voices at once are permissible only When the two 
Voices progress jn parajlel thirds or sixtns. Parallel fourths, 这 Dot accompa- 
nied by a third voice in parallel motion，sound almost as disagreeable as 
parailel ffths. 


good | 
| 


二 和 二 二 = 三 和 三 == 生 汪 
三 三 


8 74.， Faujlty progressions are not obviated by suspensiongs 


2 一 过 2 一 -过 二 一 | 
埋 2) 压 (人 二 本 人 站 


让 


| jess good ] | 
| 


221. 


乙 _ 全 
2922。 | 


。 - 号 生 区 总 二 人 
区 


Wote. Before proceeding to the solution of the following exercises, a few 
words_ concerning the fguring of suspensions, In the fundamental form of 
triads it is suffcient to designate by figures the voice， in which the sSuspen- 
sion is contained，though a more minute designation would not be amiss， 
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。 了 the inversions of triads and in chords of the seventh both the SUSpeI- 
sion and the chord itself must be clearly designated. 


Suspensions in two and three voices: 


| 一 : 
二 洗 江 二 二 EE 二 三 二 = 三 
IE 站 EEEEEEEEEEE 
各 9 3 8 
纱 3 7 人 


Suspensions in the Bass can be figured in two different ways: a) all the 
intervals that result 人 om the suspension are lndicated by fgures，while 
under the Bass note of the resolution a horizontal line js piaced; b) under 
the chord of resolution are written the figures properly indicating it，while 
oblique lines are placed under the suspension. 


225， 


让 


Eirst mode of figuring， 


227.|| 
| 


-二 《一 记 于 以 去 非 去 车 


一 < RE 


Second mode. 
二 世 王 三 三 三 天 
旦 三 匡 三 二 二 三 三 三 


re、 


226. 
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卫 Xcrcises， 


76 
76 芝 
38 4 一 人 5 
生 . 
Fe 
[和 em 
天 坟 一 
这 泛 二 本 在 于 吾 三 汪汪 下 汪 三 至 天 三 天 全 
呈 5 98 4 6- 5 6 98 
全 6 3 细 98 2 
3 一 了 3 6 
76 
an 
CEPS > 从 
站 人 估 如 下 
4 计 763 飞 6 吾 - 
广 5 一 3 
六 6 34 天 作 5 人 
7Y6 
吕 . 


S$ 75. 2) The suspension in an upward direction is less natulal The ear 
can，for the most part，toierate a dissonance omnIYyY when it progresses czotz- 
20yds into 8 conSonance， For this reason suspensions upwards 0ceur but sel- 
dom，and only in rare cases tend to _ enhance the beauty of the harmony， 
The suspension upwards is employed mostly at points where the leading-tone 
moves into the tonic 


The suspension upwards, in factk sounds best when the voice progres- 
Ses 3 Ininor Second. 


In the Bass this suspension is extremely rare, 0cCCcurring only where the 
Eass-tone is not doubled in an Upper Voice. 


李 汪 


8 76. A _ combinationa of the two kinds of suspension in one and the Same 
chord，has at times 8 Very pleasant effect， 


六 | 一 1 
一 上 2 一 
拱 荆 妇 非 了 = 伺 一 多 
289. 本 
区 交 提 二 二 蚜 
要 芋 5 6 和 罗 二 9 于 
7 6 3 7 8 入 世 


78 、86 3 981H  、6 3 78 6 43 
2 4 43 
飞 |- 一 民 
中 一 二 稍 -AS 加 
这 二 三 = 三 5 二 三 生 王 2 去 在 二 二 本 
~ 646 878 2 9 -jp3 7 了 8 吕 和 78 76 7 
5 一 14 3 一 和 一 
3 y4 - 6 一 


%#) In these cases either of the two suspensions could appear separately (seerule given in 8$71)， 


和 
加 -人 下 二 了 -一 一 一 一 一 
: 
6598 43 、543 78 5 间 16 9%8 5- 业 -a3 
PR >~698 和 7 8 人 5 
一 全 如 = 
3- 65 8 而 8 76 群 8W78 65 9878、6 5 6 
瑟 一 各 一 长 5 6 和 攻 
3 
二 - 王 三 三 二: 二 三 
3 6 2443、5 43 6 
0 人 
有 
二 二 全 2 FF 
人 臣 沁 
4a3 43 26 76 sa36 76 捅 3 98 6 和 8s、6 
1 划 = ss- 7 一 和 8 4 
EN | PP 一 人 2 
三 三 三 王 到 三 生生 三 
| 6 一 aa3 6598 43 76 76 
| 5 4 铁 ”6- 56 4- 
6 一 
4 
2 | AD 二 
2 本 玫 。 和 
了 和 一 4 3 76 交 和 、 玫 >] 有 


Exercise 工 . 了 armonize the following melodies inserting many suspensions 
which are in turn to be most concisely figured. 


1 
巴 
284. 二 二 2 一 于 一 2 二 一 一 


8 77. There are several exceptions to the rule governing the prepara- 
tion and resolution of suspensions: 


- [SEE 生生 
三 二 三 皇 二 汪 


jn case 8a) the preparation of the Stspension，while appearing in the 


Same 0ctave，is effected by 8 different voice; at b) the preparation appears、 


neither in the Same voice nor in the Same 0octavei at c) there is no prepa- 
Tation at all]，as the Suspension Constitutes the first chord of a piece of mni- 
sic; at d) the Stspension enters Seeimingly without preparation 一 this is，ho- 
wever，Dot the case，3aS in the bar preceding the patuse the tone forming the 
StuSsbension is contained in the same voice and 记 the same octave. 


The following exceptions may occur in the Tesolution of Suspensions， 


1) Between Suspension and Tesolution 0ne oO Imore motes belonging to 
the chord 一 (aarnmonic notes) 3aTe interposed. 


es 
搬 国 磊 汉 全 [ 委 玫 时 站 站 司 
286. Js 轴 0 
和 ee 
名 6 3 二 -= 413 758 


in example d) the suspended tone，before being resolved，is repeated 
after the harmonic notes. 
2) The suspension Tesolves by 8a skip into a tone，other than the one 


demandcd by rule: 6. g. 


3) While the suspension Tesolves in the proper Way，the other voices 
combine to form 3 new chord. 


了 汪 三 区 王 寺 E 王 王 三 三 三 三 三 三 反 
洗 [ 它 2 7 
HtD- -一 到 二 二 2 二 E 一 2 一 性 下 
~ Te 
238 浊 | 
人 奔 了 2 二 二 二 亿 
1 和 -Re 2 作 厅 [一 -一双 一 
。 要 下 7 - 记 了 元 
到 5 9 3 4 | 5 相 人 5 7 |3 


The student should bear in mind these exceptional forms of suspension， 
even using them in his exercises，whenever his fancy or musical instinct 
may prompt him to do 8S0. 

Special exercises for these Suspensions are Superftuous， 


CHAPTBR XXIV， 


Anticipation. 


S 78. By anticipation we mean 2& harmonic alteration of a chord， 训 
which one or Immore of its voices adapt certain notes which really belong to 
the olzoroizng chord， Antieipation，then， is the opposite 0f suspension，wWhieh 
latter，however, is far more important musically， 

An anticipation must never taKe up an extensive part of the measuTe; 
on the contrary，the true purpose of anticipation is the enlivening of the 
Trythm by dividing up notes of long duration. 


92 


Anticipations occur either singly，as in the last example，or in chains 
one after the other. 


A_ Susbensiun and an anticipation can occur Simultaneously in one and 
the same chord; in Which case the anticipation must be of shorter duration 
than the suspension. 


79. We have said that anticipation is the direct opposite of SUSpen- 
sion; this Imust not，however，be taken literally，since anticipations can，for 
exXample，occur in Skips，aS in the case of suspensions. 


In anticipations our cboice is not limited to any certain note of the folL- 
lowing chord. 


243， 


In some cases we even employ a note，which does not actually ocoeur 
in the folowing chord， but which Im 这 ht be considered part of 放 


$ 80. Very similar to the anticipation is the so-called ,CaxDiata“， This 
is a note lying one step below the preceding note of the voice and progres- 
sing by 8a Skip downward into the nearest interval of the following chord. 


SS 81. There is a syncopated movement between Bass and upper voices， 
Which gives rise in turn to a row of suspensions or anticipations，according 
to whether the Bass or the upper voices fall on tbe accented beats. 


二 皇 站 生生 全 全 会 三 全 全 


三 生 。 | 
庚 二 三 持 三 竺 2 生生 二 三 硅 三 莽 三 到 


全 二 二 = 到 三 = 和 三 三 = 


隐 zex0t8ses JIn the exereises the student should confine himself tc the anti- 
cipations mentioned in 8 78. 

The other ones，aS well as the camhbiata he will fnd opportunity to 
employ later on， 

和 the harmonization of the following melodies anticibpations are to be 
appblied. 


#) The note d can belIe be regazded 3a8 the ninth of the following chord. 


CHAPTER XXV 


了 Passing-notesS. 


8 82. Passing notes are notes not belonging to the chord which serve 
to fl out the intervals between two harmonic notes, According to the scaie， 


from Which they are taken，wWe have. 工 Qiatoxic， II cjpxromaatic passing-notes.， 


8 83 With diatonic passing-notes we fll out the intervals of the third 
and the fourth. im the third but one passing note can be inserted: in the 
fourth，two. 


As a rule passing notes are found only on unaccented beats. They can 
0OCccur in two oF Imore Yoices at ance，mOving either in parallel motion (in 
thirds oF sixths)，or in contrary motion， Contrary motion is preferable, since 
parallel progressions are in oppogsition to the chief element of harmonic beau- 
好 一 namely an independent treatment of the Voices. Nevertheless parallel 
progressions of passin8g notes in thirds and sixths need not be entirely avoided， 
as， 寺 used moderately，they produce fluency and symmetry. 


95 


S 84. Although passing notes conduce to independent voice 一 ljeading, they 
Shoud not be used too copionsiy, If for instance，we were to 人 out-every 
Skip of a third or fourth with passing notes，we might easiiy fall into for- 
bidden progressions，while such an extensive splitting up of the rythmie 
beats would lend the Harmony a dry pedantic character. 

Such an immoderate use of passing notes is illustrated in the folo- 
wing bars. 


Case 3a) shows parallel octaves. At bj) two seventh oceur in close soc- 
cession; which is extremely unpleasant especially in slow tempo. We Shouhd 
See，further, 地 at no dissonance is formed by passing notes in contrary mo- 


丰 ion，e. 多 . 
better So0: 
At c) there are parallel ffths between Tenor and Bass; at d) 1ikewise. 
At e] a Seventh is formed between Soprano and Bass: there are also paral- 
lel ffths， At 嫌 a ninth is formed between Soprano and Tenor; between So- 
pran0 and Bass there are even two ninths in succession Finaly，g) showsgs 
parallel octavesS. 


8 85. mm minor the melodqic scale is ased,， in order to avoid the step of 
the augmented second 全 om the 6-th to the 7-tb degree. 


8$ 86. 1 have said that passing notes alWays fall on relatively unaccen- 
ted beats. To this，however，there are exXceptions，of which the works of 
even the greatest composers show examples.This fact the student should 
merely bear in mind, reserving its appblication for more advanced exercises 六 

Passing notes on accented beats occur in the folljowing exzample， 


#) The taleated student Inay indeed induige at times in exceptions to the Tules, though he 
Shoujd not attach to0o much importance to such 6XCepftional CaSes。 


It should be remarked that 让 is by no means a fault,， 计 one of two 
neighboring passing notes falls on a Telatively accented beat. 


攻守 二 三 = 三 = 二 | 


253. 


下- 


| | 
[ 芋 
| 


Arote. The figuring of passing notes is of no great importance, since the 
chord does not Suffer a real change in consequence 0f these notes. 开 they 
are to be figured，however not only the interval formed by the passing note， 
but also the entire chord must be indicated under the bass. 

The following example shows the appropriate and correct application of 
passing notes. 


了 zexcise. In the harmonization of the following melodies passing notes 
are to be employed. 


255。 [个 -全 二 


8$ 87. The interval of a major second is flled out by a chromatic paS- 
sing note. Nothing detracts 他 om simplicity and naturalness 38 Inuch as 
chromatic passing notes; consequentIy they are to be used in moderation， 


and with great Care， 
“ | d) 
人 主 | 
| 
睛 三 过 二 
人 三 三 地 


The orthography of the chromatic Scale demands sharps in ascending 
and ftats in desecending The 6.th degree forms an exceptiony its Sharp 一 也 
ascending 一 -being written as the fattened 7-h degree (as at di in like manner 


上 


98 


the fattened 5-th degree 一 in descending 一 is written as the sharp of the 4- 二 
degree (aS 8t c) 

S$ 88. Im order to avoid disagreeable tone-caombinations we shouid take 
care not to empioy simutaneously in different voices of a chord a tone with 
one of its chromatic alterations，especially where that tone forms the third 
or the ffth of the chord. 


257. 


In iike manner 8a chromatic passing note should not be used in the Bass， 
when the Bass tone is doubled in an Upper voice. 


goot not good 


28， 


8 89. Chromatic passing notes rarely 0ccuT in two voices at 0ncei these 
also are most disagreeable,when presenting one and the Same degree in 
its two chromatic aiterations. 


a) “good 8 good cj) not good dj) not good 


259. 


At c) and d) we should at least write the passing notes in different form， 
though according to 8 87 they are correct 8as thbey are. 


S0， OF 8S0， 8S0， OF 80， 


99 


In organ points chromatic pzssing notes in three voices produce a ToW 
of parallel chords of the Sixth， 


notes， 


五 zerctse. Harmonize the following melodies, employin8 diatoniec and chro- 
matic (especially the latter) passing notes， 


二 放生 三 三 三 下 关于 天 庆 主 三 三 三 三 大 


， i i j is the same as that ofthe parailel ma 
党 orthography of the chromatic SCae in minox ig the 
jor 0 fs drea forms an exception，being Sharpened in 8&scending， 


CHAPTI 了 BR XXVI. 


Chords of the augmented ftfth . 


S$ 90. In consequence of the freduent recurrence of echromatic passing 
notes in certain Cases，SeVeral Sulch combinations of passing notes and har- 
monic notes have become steriotyped，and are looked upon as actual chords. 

The following chords can be regarded as combinations of this Sort. 

TI. The augmented triad. 

IL The Dominant-Seventh chord with augmented ffth. 

JI The chord of the seventh with the augmented ffth and major seventh 
IVY,， The ehords of the augmented sixth. 

生 9 人 We ee diseuss Only the frst three. 

. 工 The augmented triad is derived from the major triad isi 
0 the latter a half-tone, Im major we can ES 人 
Stnlch chords: 


The augmented ffthb，being here originally a chromatic passing note 
must in the resolution of the chord progress half a tone ni 


dingly the augmented triad on the tonic can resoljve only into the triads of 


the 4-th，2-nd and 6-th degrees，. 


The augmented triad on the Dominant maust b 
of the tonic，the third or the 6-th deghee. ns 


二 到 王 | 三 E 二 | 


二 到 一 一 于 一 过 一 一 一 过 


266. 


4 必 妇 6 
The augmented triad on the sub-dominant resolves jnto the tri 
ads of 
the 2-nd and 5-th degrees，and very Tarely into tbat of the 7-th degree. 


: 区 三 三 引 


荡 拓 4 基 8 


267. 


TI01 


It can，however，also Tesolye into the first and third inversions of the 
Dominant-Seventh chord，besides certain forms of the chord of the IminoT 


Seventh : 
计 扯 天 全 三 二 天 上 关 于 | 
2 人 妃 一 忆 一 一人 乡 
三 非 二 并 生生 相生 天 扯 二 | 
S 想 下 -这 


-一 傅 
东 2 人 攻 2 4 5 
六 


268. 


6 6 


It goes without saying，, that the fifth of the augmented triad can neVer 
be doubled. Im most cases this triad ia Tegarded as the Dominant of the 
following triad; accordingly the augmented triad on the tonic iusualy 
found before the sub-dominant, that of the dominant before the tonic; the 
augmented triad on the sub-dominant modulates into the key lying 3 whole 


tone below 让 
和 学 非 卫 到 
| 二 | | 


8 92.The augmented triad must be prepared, It can be employed either 
as passing chord， in whieh case it is prepared by the original form of the 
triad, -一 or as a chord in itselft 记 which case it is prepared by 3 chord 
conneeting smootbly with it 一 frequently by the Same chord into Which it 认 
Tesolved. 


T 马 
夫 和 本 到 可 区 本 和 人 


The inversions of the augmented triad occur less 他 equently hban the 
fundamental form; they appear Imostly a8 passing - chords，With doubled 


funadamental of third. 
台 一 委 一 2 -2 一 
三 明 2 2 | 
一- 心 一 全 检 二 人 - | 
6 6 6 6 5 


I02 


8$ 93，0f te two major triads in minor onljy the one of the 6-th degree 
is used with augmented ffth; it is subjeet to the general rules， 


仁和 天 和 皇 生 | 汪 三 三 三 三 | 


272. 


The augmented triad on the Dominant ip minor is incapable of reso- 
lution. 
The diatonic augmented triad of the minor scale has been mentioned in 
an earlier chapter. 
8$ 94. The augmented triad, 计 regarded as dominant serves for purpo- 
Ses of modulation. 


$ 95. Since tbe augmented triad consists of two major thirds erected 
one on the other，each triad is (as in the case of thbe duminished Seventh 
chord) the enharmonic equivalent of two other augmented triads，so that 
jits inVersions can，by enharmonic alteration of the intervals, be transformed 
into the fandamental form of some other augmented triad,， Jin the same mar- 
nnaer，the fundamental form of an augmented triad can be transformed into 
either One of the two inversions of two other augmented triads. 


过 三 | 
辽 


各 一 ?6 也 


This feature of the augmented triad is also useful in modulation If we 
Tegard each of its intervals in turn as the leading tone of the following Do- 
minant-Seventh chord，we are enabled to make three different modulations、 


-一 or oo oom 
27 5 3 7 二 大 1 一 员 
生生 放 委 二 攻关 二 和 | 


Following are similar modulations with prolonged cadencee added， 


慌 wexrcises，Practice the preparation and resohition of augmented triads 
in all keys，and work out modulations by means of the enharmonic proper- 
ties of these triads. 

$ 96. JI. The chord of the Dominant-Seventh with the augmented ffth 
is used only 记 major and is subject to general rules; its fifth, being a chro- 
matically altered interval, must be led a half-tone upwards. The prepara- 
tion of this chord is effected by means of the triad on the 2-nd degree #). 

Other chords of the key cannot be used in this capacity，as di 全 culties 
would arise ip the voice-leading， 


For the Sake of euphony we Should choose a position of this chord 记 
Which the augmented fifth lies cpove the Seventh and forms with the latter 
interval an 20gmented Sixth， The inaverse relation of these two tones，the 
diminished third， is to be avoided, For which reason the second inversion 
of thbe Dominant-Seventh chord with altered ffth is not in use. 


#)] The Mugmented triad can &l80 Serye thig pnrp0se. 


三 


104 
not in use， 
ETE 一 二 5E 芝 -多 划 志 二 二 
本 2 忆 二 一 CO 
278。 站 如 开 
= 一 多 一 经 一 2 一 全 一 生 
人 引 一 之 宇 痉 经 
将 3 6 


Se 


S$ 97. IIL The chord of the seventh with augmented ffth and major se- 
Yenth is found on the 1l-st and 4-th degrees, in major，and on the 6-th de- 
gree in minor. The one on the 1-st degree is Imost used. It is generally pre- 
Bared by the tonic triad，sometimes also by the triads of the 3-rd and 5-th 
degrees, 让 is resolved into the sub-dominant triad， the altered ffth being 
jed upwards， 


oftenerT 


Note. The chord of the seventh with augmented fftb, on the 3-rd degree 
in minor，has been treated in an earlier chapter， 

The chord of the seventh with altered ffth on the 4- 也 degree in ma- 
jor，and that on the 6-th degree in minor occur but rarely，as their resolu- 
tion is into the diminished triad. Their preparation can be effected Solely by 
means of the triad of the 4-th degree in major and tbat of the 6- 也 degree 
in minor. 


局 一 CD 万 
去 
2 授 -22 2 一 22 一 多 记 多 
2 一 五 五 Z2 
280 三 
一 C 一 全 
“一 一 妃 一 所 2 
5 一 
| 
5 6 5 2 3 6 6 6 
了 6 和 2 
6 


Sometimes they resolVye dowhnwards by a Zuwye Jpij instead of by a di- 
minished ffth and therefore modulate，from major，into the key lying 4 ma- 
jor second below the original key，from minor into the key jying a minor 
second 3bo0ve. 


1 

282. 同 二 一 二 二 二 一 
呈 一 各 
要 3 # 的 可 


#] The Seventh-choId with altered 8fthb，on the lt-st egree is here prepared by the auge 
Imented triad of the same degTre6， 


CHAPTIEBR XXVIL 
Chords of the augmented Sixth. 


$ 98. IV， These are nothing more than the inversions of certain chords 
resolving into the tonice triad，and having the 2-nd degree of the scale chro- 
了 matically lowered. 

They are: 


8 The augmented chord of the sixt (originally the first 已 
ipRVersion of the diminished triad)， 


b) The augmented chord of the fourth and third (origi-[E | 
nally the second inversion of the Dominant-seventh chord). 和- 王 纪 汉 


cj) The augmented chord of the sixth and ffth (originally 
the first inversion of the diminished seventh chord). 


8 99. a) The augmented chord of the sixth resolves into the tonic triad. 
t jg prepared either by its original form or by the tonie triad appearing 
iD the same position as in the resolution; the triads of the 4-th and 2.ng 
degrees (the latter with third douhbled) can alse serve. 
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In this chord no interval except the ffth (which forms the third with 
the Bass) can be doubled. 

$ 100. b) The augmented chord of the fourth and third is likewise re- 
SOlved into the tonie ftriad, being prepared by the same chords，8aS the aug- 
Imented chord of the sixthb; here the ffth of the triad on the 2-nd degree may 
also be doubled. 


$ 101. ec) im the resolution of the augmented chord of the sixth and 
fifth into the tonic triad parallel ffths arise. 


These we can avoid in the following two WayS: 

A) The seventh (whieh forms the ffth with the Bass) Undergoes a prTe- 
Himinary resolution into the fundamental of the Dominant-Seventh chord 一 
as Was the Case in certain other Tesolutions 一 giving Tise to the augmented 
chord of the fourth and third 


区 吗 4 
_ 讨 生计 站 装 关 计生 全 全 引 
三 王 =| 
jp 4 .6 - 


三 b5 
一 p5 李 ; 
B) Two Yoices (the seventh and the ffth) are SUuspended，forming a 
chord of the sixth and fourth. 


en ep 
会 


3 8 bp 


5 


The augmented chord of the sixth and ffth is used either as passing 
chord or as an actual chord; in the former case it is prepared by its ori- 
ginal form， in the latter by the sub-dominant triad *). 


*#) It Cannot Well be prepared by the triad of 雪 e 2-nd degree， as parajlel ffths must ne- 
cesSSariiy 0cCcur. 
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二 二 二 二 三 
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8 102. Modulations by means of the three chords just treated are per- 
missible only， 证 these chords are most carefully prepared and thben only, 认 
the key to be reached is not too distant， 


8 103. These three chords nearly always Tesolve into major triads, Since 
their resolution into minor (which oceurs at rare jintervals) does mnot fully 
satisfy the musical ear, This is probably the reason Why Some theoristSs 
insist upon their resolution not into the tonic but into the dominant triad 
and regard them as being erected not on the altered 2-nd degree，but on 
the altered 6-th degree, in major，and on the natural 6-th degree，in minor， 
According to this View we would have to consider the chords in the above 
examples appearing in C-major as being in FR-maior or F-minor，aS the case 
demands This woulid,however be decidedly fallacious A chord of the augmen- 
ted sixth on the 6-th degree is nothing else 雪 an a modulatory degression 
into the key of the Dominant; this degression is indeed S0 unnoticeable, that 
without the help of a prolonged cadence we Scarcely get the impression of 
a modulation. As soon as theresolution of this chord into the dominant triad 
is amplifed by the insertion of a prolonged cadence，the ear feels the mo- 
dulating force of the chord 


Modulatory degression 一 Complete modulation， 


- 作 生 宙 再 和 和 得 天生 


8 104. There is still a fourth chord of the augmented Sixth，which 府 
人 equently applied in cadences of the first class， This chord is found not on 
the 2-nd degree, but on the chromaticaly lowered 6-th degreei it is an augmen- 
ted chord of the fourth and third with doubly augmented fourtb, It is de- 
rived from the second inversion of the chord of the seventh on the 2-nd degree 
preceding the tonic six-four chord (zide; the cadence of the first class) 一 记 
consequence of chromatic bassing notes in three Voices ”)， 


#)》 This chord is often confused with its enharmonic equivalent，the chord of the Sixth 
and ffth， 


291. 
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8$ 105.， The augmented chord of the sixth 

{ and ffth is th j 

人 of the Dominant-Seventh ehord of the ， nk 的 人 
eloW the Key in question; also of the chord treated 这 the 1last pa- 

Tag8raph，which belongs to the Key of the sub-dominant. 


The following modulation ff i in ji 
人 屋 人 ion from C to B presents this chord in its diffe- 


$ 106. The Dominant-Seventh chord, the ehord of the dimini 

and the doubly augmented chord of the fourth and third on 人 
Can 0ccur in still other forms, the former two，for instance，with lowered 
Second degree，These chords 0occur but rarely. The leading-tone must aljwWayS 
jie above the altered interval，s0 that instead of a diminished third in 
augmented Sixth is formed; or the intervals of the diminished third mast 
be transplanted into different octaves forming a diminished Tenth. The Same 
applies to the inversions of he augmented chord of the fourth and third 


五 zeycetse. Practise tbe 
augmented Sixzth，and 切 en 
Basses and melodies. 


Breparation and resolution of the chords of the 
proceed to the harmonization of the following 


1 
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CHAPTER XXXVIII. 


Changianag-naotesS. 


$ 107，Changing notes fall on relatively unaccented beats，similarly to 
Passing notes，from which however they differ in that they appear between 
two identical harmonic notes. Every note of the chord has two changing- 
notes，one above and the other below. 


A_ changing-note that is separated from its harmonic-note by a major 
Second，may be moved closer to the harmonic note by means of an acci- 
dental. This is usualy the case with the lower changing-notes; the Upper 
changing-notes remain diatonic. 


他 eduent | | Tare 


| 
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Changing-notes occurring in two Yoices at the same time Can imOovVe 
either in parallel or in contrary motion，Parallel changing-notes，while ha- 
ving an agreeable effect，are used jless frequently tan those ip contrary 
motion; the jatter，though by no means always consonating，are extensivVely 
used，and, 过 the dissonances they form are not too harsh，contribute in & 
great measure to 缉 e beauty of the harmony， 


112 

Wote The fguring of changing-notes is similar to bat of passing-notes 
(vide: note of 8 86). 

S 108. By means of passing-notes and changing-notes We 8aTe efiabled， 
while leaving the skeleton inviolate, to divide up the harmony into 位 ag- 
ments more OF less minute thus lending the whole melodic and Trythmical 
variety. A copious use of passing 一 and changing-notes in a piece cOnstitutes 
‰%lCl00iC 1IUzati00，6. 8 : 


医 和 三 和 


荐 和 2 二 < 


Ge 1 


荫 炙 名 


Note. Where crosses appear，pbassing 一 and changing-notes oceur Simulta- 
neously， 

五 zercise. In the harmonization of the following melodies Seek appropria- 
tely to employ passing 一 and changing notes. 


113 


S$ 109 Im practice changing-notes occur deviating from the general rules， 
a8 followsg: 


a) changing-notes entering by 3a Skip， 


j | 坟 中 
让 和 二 三 汪 三 二 二 业 天 全 三 


These changing-notes Savor of the suspension，prepared as in A, Unpre- 
pared as 训 了 B. 


c) Two changing-notes occurring in close Succession, both either 0n accen- 
ted beat，or on Unaccented beat: 、 


#)] At the entrance of the fourth bar we See 8 cT0SS Telation betveel Sopran0 and Bass， 
and a little further on one between Alto and Sopranoi these croSss Telati0ns hre by D0 Imeans 
Unpleasant，since tbey are not formed by two harmonic notes，The d Sharp iD the Bass 8&nd the 
g sharp in the Sopran0 arTe meIely chaaging notes entering by & SKip。 


d) Changing-notes 8are often found after a suspension，sometimes eve 
before its resolution， 


Here again we would advise te student not to indulge a Systematic USe 
of exceptional forms; 认 ip his more advanced studies，he should feel the de- 
sire to apply his knowledge of such forms, he is at liberty to do 80. 

8 110. In closing this chapter we will consider briefty those accidental 
harmonic formations that have the apzeayramCe 0f chords，They arise On 
unaccented beats，when one or more voices pTogress 记 steps ffom chord to 
chord; that is，in conseqtence of passing or changing notes， These seeming 
chords can easily be distinguished from real chords by their irregular Te- 
solution，the accidental way, in which they enter，and the absence of ryth- 
mic accent. 

In the following examples these accidental chords are indicated by crosses， 


|- 


人 ES 
三 三 = 汪 
| 巧 


【 
1 


5 = 和 关 


In the following example, in which the four voices are arrayed in two 
groups moving in contrary motion to each-other，we find these SeeImning“ 
chords on accented beats. 


In the last exampble the progression in steps of all the voices justifes 
tone-combinations which bear not the slightest resemblance to chords. (Vide: 
NB). Our mnusical instinet must aid us in determining the harmonic 他 ame- 
work of such tone-structures; the harmonic components of exXample e) are 
about 8aS follows: 


In this same example the chord of the Six-four a8ppears ee 本 


SeVeral times as8 8 passing 一 chord， 
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Second Section. 


The melodic development of the Yoices. 


CHAPTTBR 和 XIX， 


Strict Part 一 Writing， 
(Strenger Satz). 


S _ 11 Suspensions，passing-notes and changing-notes greatly enhance 
the melodiousness of the voices; the simplest cehord--succession camn by means 
of these three _ attributes of voice -leading，be exalted to 3a high pitch of 
artistie and_ technical perfection. Nowhere is this perfection So thoroughly 
attained as in so-called strict DaytWoxiti9 He who can skilfully handle the 
scanty material to which this mode of writing js restricted，may well con- 
sider himself a master of harmonization，The seemingiy insigniftcant iate- 
rial of strict bart-writing coupled with a highly-ftnished，melodious voice- 
leading，enables us，after having thoroughly mastered the principles of this 
modle 0f writing，to evolve the most beautiful harmonic forms， 

We have said in a former chapbter bat strongly dissonant tone-combi- 
nations 一 as for instance，the sequence chords and the augmented and di- 
minished echords 一 are 你 equently of great value to the composer，in Cases， 
Where，by their very harshness，he is enabled to express certain characte- 
ristic moods; these dissonances，however，possess mn0 such Signifcance for 
the student，who，uninfluenced by any Special ideas or aims，SeekS absolute 
harmonic beauty. In this sense strict partwriting is am excellent school for 
the young composer，since it absolutely excludes dissonance 这 chords，and 
chromatic progression in melody, pursuing chiefly the practical aim of sing- 
ableness and Simple intonation 

Just at this stage this strict mode of wiiting should prove beneficial to 
the student，serving as a sort of healthy contrast to the different morbid， 
unnatural ， artificialiy derived harmonies，of whicnh we have pad aa Surfeit in 
the last chapteTs 

S 112. Strict part-writing is founded upon 3 consonating relation be- 
tween the Bass and the other voices; consequently it admits only major and 
minor triads with their frst inversions，and the chord of the sixth of the 
diminished triad, The fourth being regarded as a dissonance，chords of the 
sixth and fourth are excluded The same is true of all dissonant chordqs with 
their inversions， The cadence consists of the Dominant triad or its first invVer- 
sion (the chord of the sixth 0f the diminished triad is als0 used)，and its 
resolution into the tonic triad; the cadence must be 3a perfect one，that is to 
Say，the tonic triad must appear in octave position， 


话 荆 于 天 下 本 三 到 
三 二 | 


6 < 
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8 113. Regarding the melodic progression of the voices the foliowing 
Should be observed: Strict partrwriting admits jumps 0of 0octaveSs，5M2I20Y 
Sixths, 一 pwye ffths and fourths，Jajoy and Mior thirds 一 jumps of cjoy sixths 
are to be avoided,， Jumps of uissonant intervals (Seventhb) are positively pro- 


RE 


hipbited 一 even when the notes forming them belong to the diatonic scale; 
chromatie progressions are likewise forbidden. 


S 114，The following parallel progressions are prohibited: hfths and octa- 
Yes and Mafor thirds，when progressing 3 major second The last restriction 
dates back to olden times，when music was almost entirely confined to strict 
part-writing, and the augmented fourth (Z7?toxaws) Was the only Known augmen- 
ted interval. Not only the Tritonus and its inversion，but any melodic and 
harmonic progression similar in effect，w8as strictly prohibited. 


The parajllel progression of two major thirds a petzPFtone Upwards Was 
permitted，since 记 gave Trise to no Tritonus，e，g. 


8$ 115. Modujations into tne nearest KeyS are permitted provided that 
chromatic progressions d0 not 0Ccur， 


书 - 一 尹 一 乡 -一 
人 

2-2 人 一 2 2 2 
312. 闷 

CE 和 玫 丰 2ae 二 R 埃 bz - 殷 - 
E 乞 非 -去 三 香 元 -一 散 = 双 | 
人 忆 一 - -一 一 一 一 一 . 

S 116. From minor we may freely pass into the paralel major key，a 


modalation not being necesSary; Chromatic progressions are， howeyer， to be 
avoided In like manner parallel Iminar harmonies are permitted in 匡 时 o7 


人 
0 人 
一 有 CD 
813 人 2 人 
3 呈 
人 一 轨 人 
国 ERB2EEE 格 


CC 王 
RE 
人 7 人 


一 十 必 


8 117. For the sake of greater feedom in the Yoice-leading the parts 


，may er0ss，that is to say，deviate from their normal rejativVe position and 


adopt，for the time being，the inVerse relation. 

8 118. From what has been said，wWe conclude tbat 训 strict part-writing 
natural intervals，that is，progressions by steps and consonant jumps are 
considered most singable and simple for the human voice to intonate， 

Harmonic intrieacies must give place to purety of intonation， 
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S 119. Im our exercises we shall employ the Caotaxs 1opts，wWhich，being 
3a melody of Whole notes，can easily be transposed into any other voice, We 
will at first halmonize this melody in whole notes，writing each voice in its 
Tespective clef and on 3a Separate sta 华 

Wote. No voice must exceed its proper jimits. 


Cantus frmus. 


314。 


315， 


Cantus frmus， 


五 zerctse， 再 aTmonize the following meiodies，considering them as cantus 
frmus successively in each voice. 


工 . 


2 
人 人 
se 有 三 二 二 一 二 | 


2. 
2 [2 ww 
应 三 二 二 二 二 2 


Wote. 和 transpbosing the cantus firmus into another voice, we can employ 
SOme other key better suited to the limits of the voice in question. 

8 120， Whole notes can be split up into half notes，1) when two diffe- 
Tent chords are to appear in the bar, 2) in consequence of suspensions, pas- 


*#) Fifths and octavegs are permitted in the inner voices, 认 contrary Iaotion be emapl0ye4a 
##) At this point the Tenor lies below the Bass，and asS e68， j 和 记 - 
Heance of the latter Yoice, ， 的 全 人 
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sing and changing notes. Suspensions from above downward Imust be pre- 
pared and resolved according to Pule. Only diatonic passing 一 and changing- 
notes can be employed. The 7-tb degree in minor is not raised When 让 i 3 


passing note. 
CO 耻 


和 | 
下 到 于 于 2 三 = 一 | 
6 6 6 


Wote. Octaves and Fifths on two similarly accented beats are regarded 
a8 faulty 0pen progressions， 


318。 


了 XerciseS. 


本 二 二 全 双 2 一 太一 


世人 2 一 到 Eee 


8 121. In _ three-divisioned time two chordqs can appear in a baT，one 
on thbe accented part of the measure and the other on the secozQ unaccented 


*) The exceptions to the rule governing the resolntion 0f suspensions，&8 giyYen 记 877 一 3 
are al1S6 perrmaissible in Stziet part wTiting- 
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beat; on the first ttnaccented beatcan appear only the resoiution of a suspel- 
sion，if there be one，oT passing 一 0 changing notes 一 n0 actual chord mnst 
0ccupy this beat. 证 


CC 不, 


820. 


BEBxercises， 


一 -天 一 一 -一 一 一 一 一 一 必 一 人 已 一 一 -一心 一 一 一 - 
2 < 人 CC 
or 人 E < 人 | 


CN 机 
ETEBTC 让 去 站 人 
心 一声 一 全 一 2 一 2 一 作 - 全 -人 一 


SS 122，In four-divisioned time the Second accented part of the measure 
can be occupied by an actual chord or a suspension; the unaccented beats， 
are devoted to the resolutions of suspensions，and to passing 一 and chan- 
ging notes， 

Of the two passing-notes，which 6 out the interval of a fourth, the se- 
cond may fall on the second accented part of the imeasure (A). On this beat 
immay al1so fall a changing-note following the resolution of a_ suspension ( 且 ). 
The preparation of a suspension must nevez be of shorter duration tban the 
Suspension itsejf. 


j nicht gut. 


| 


下 宇 任 业 王 二 全 | 
一 人 人 一 拓 二 二 
[二 全 和 二 一 一 = 二 二 = 一 
6 3 一 6 3 二 3 
5 -一 5 一 
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Jn Six-divisioned time two cases are to be distinguished: the Six-quarter 
measure and the three 一 haif measure. In the first we have two accented 
beats,， tpe one and the joyi in the second, however there 8ppear three accen- 
ted beats，o7e， 友 yee and jioe, The Six-quarter meastre should be regarded 
38 co0nsisting of two three 一 quarter measures: the three-half measure, as being 
Imade up of three two 一 4uarter measures, In the latter measure the third 
and fifth quarters may be taken Up by passing-notes, as in the case of the 
second accented beat in four-divisioned time、A changing-note can，3gain， 
fall on the third quarter，provided it is preceded by the resolution 0f 3a Sus- 
pension，A suspended half-note can oOceur only at he beginning of 3 bar; 
Suspended quarter-notes can fall also on the third and ffth quarters， 


123 


了 xxercises. 


326. < 区 一 志 


$ 123， Highth-notes occur in strict Writing only in one case; namely， 
where & Suspension 0n the first accented beat is folowed by its resolution 
and the changing-note below，on the frst unaccented part of the measure. 


8 124. In thbree-voiced strict writing we fndq either complete triads or 
triads with ffth omitted in the latter the third is generally doubled. In the 
cadence the tonic triad can appear with third omitted. 


[到 三 三 二 三 三 二 三 < 


%X) 了 eTe 8gain the thizdq of the triad is omitted on an unaccented beat， 


825. 
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In two-voiced writing the accented beats Imust be occupied by ConS0O- 
nances，perfect or imperfect， The cadence consists either of & third whose 
intervals resolve by steps into the tonic prime，or 0f a Sixth resolving-into 


the tonic octavVe. 
呈 


Dissonances can 0Ccur，on accented beats, only in consequence of Suspen- 
sions; on unaccented beats，as 8 result of passing 一 07 changing-notes. 


oaexcise. 了 armonize in two and three voices a cantus frmus out of one 
of the preceding exercises， 

8$ 125， Having mastered the principles of two and three-voiced writing， 
we are in &a position，when empioying many voices，to avail ourselves from 
time to time of a pause jn Some voice Such a pause in a voice can，howe- 
Ver，set in only imnmediately after an accented beat. 

Model of five-voiced writing: 


2 


Z 


于 
和 EEEEEE 
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wereises Harmonize several of the foregoing 0C. 工 'S in fve and six- 
Voices， 2 


CHAPT 了 BR XXX， 


The further development of voice-leading. 


Having now, in strict part-writing, learned the art, mmelodically to round 
of and perfect the Voices，wWe Can return to freer harmonic forms: all pos- 
sible chord-combinations are again at our disposal，provided the elegance 
and fueney of the movement be not impaired、and the inordinate desire of 
certain echord-effects do not gain the upper hand，Strict writing js really no0- 
thing more than an excellent school; there is after all n0 necessity for con- 
fining ourselves to its extremely narrowW limits，When SO many other inte- 
resting harmonic combinations are clamoring for use In ou remaining 
exercises We will therefore completely reinstate all the old harmonic forms， 
taking care，however，not to violate tbe principles of melodious voice-leading. 
Simplieity and naturalness shall always be ouUr aim; bold， 包 r-fetched com- 
plications shall invariably be avoided. 

Surely the student should now be competent to distinguish between har- 
monies that can be unreservedly employed，and those whose use is limited 
to _ certain conditions，being justified only by the distinct purpose of the com- 
poser 一 by tbe idea which underlies his composition 

Ror the sake of recapitulation we enumerate heke the chords hbat consti- 
tute the essential material of 也 armony: 

TD All consonant triads，with their inVersions， 

2) The Dominant-Seventh chord and the diminished Seventh chord, with 
their inversions，as well 8s the chord of the sixtp of the diminished triad. 

3) The echords of sequence (Whose use is, indeed，somewhat limited)， of 
which that on the 2-nd degree is most 记 Use， 

All other chords are Superfiuous; at any Tate their occurrence should 
not be too frequent， being in each case justifed by a distinct purpose， 

Regarding melodiec figuration we would emphasize，that the suspension 
is frst in importance,Serving as it does to animate the Tytbhm, 让 presentSs 
at the same time an excellent means of chord 一 connection Suspensions, InOTe- 
over，impart to the harmony &a refned，noble character, and supply, through 
their dissonance，the element of variety, They are employed to best advan- 
tage in slow movements (Andante，Adagio，Largo)，since 3 proper appre- 
ciation of their beauty demands that the ear be clearly aware 0f prepara- 
tion and resolution. In fast tempo，suspensions are most appropriate at the 
end，wWhere the Harmony becomes more COmposed; here they occupy, not me- 
rely & part of the measure，but the entire measture, Or even 3 number of 
Imeasures 36 8 time. 

Passing and changing notes，while contributing nothing really new im 
the chords，are nevertheless of great value from a melodic and ITythmic 
standpoint. 

S 129, Jumps，which are forbidden in strict writing，are permissible im 
he freer form. 0f all jumps within the compass of an octave，that of tbe 
major seventh alone is unmelodie. Jumps of augmented intervals should，as 
we have learned，always be replaced by tbeir inversions 一 diminished inter- 
vals、Chromatic brogressions may 0occur，but not too often. 

S 130， In three 一 part writing the diminished triad and its second inver- 
sion may be applied 


334. 3 村 
5 二 


女 返 
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， The Tritonus or its inversion may 0occur on accented beat in two-part 
Writing; but only if it is followed by the tonie with third: the leading tone 
is led upwards into the tonic，while the 4-th degree performs a step of a se- 


cond downward， 
已 
3835. 性 三 三世 三 三 | 
一 一 一心 


To the modern musician the Tritonus does not have the force of a harsh 
dissonance，since 让 partakes of the nature of the Dominant 一 Seventh chord， 
Jn like manner We tolerate, in two 一 part wiiting，the minor seventh and its 
jnVersion，provided a proper resolution is effected， 


On the whole, all those dissonances belonging to the dominion of the 
Dominant-Seventh and diminished-Seventh chords are much used. The reso- 
lution into the tonic，however， must invariably follow, either directly or with 
the intervention of one OF more intervals forming partof the dissonant chord. 


2 一 < 万 
三: | 二 人 
坪 主 去 
8 131, The cantus frmus need not always be made up of whole notes， 


The tliowing melodies are to be used as Cantus frmnus in four, five，and 
Six-part exercises. 


SopTrano0. 


冰 ) Special exXercises in two and three-part writing are notnecesSaIyi; these forms frequenfiy 
6ccur Where IOTe Yoices 8Te nsed dunring & panse 0f several gf the Yoices. 
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王 当 | 芷 王 E 三 三 全 汪 三 三 三 三 生 三 汪 生 


全 


上 上 E: 计 主 三 宇 让 3 三 三 三 : 生 王 三 三 


上 二 三 HE 三友 让 


Bass: 


。 es 后 


$ 132. In harmonizing a voice laden with all sorts of melodic embellish- 
ments，one must carefully consider what is the proper harmony under- 
lying each and every tum of the melody. The harmonic accompaniment of 
a voice S0 complex in Structure must be characterized by rythmic tranquil- 
lity，in order，by means of contrast，better to display the melody， 


Given voice. 


AN KE 和 
下 的 和 从 生 琶 


“ 用 尘 本 Heegs 


S 133.Hitherto we have construeted our exercises within the limits of 
the human voice, have, that is to say，employed the Yocal styje， Which is 
the surest means for mastering voice-leading 一 the basis of the technic of 
composition， The instrumental style is naturalily inuch freer than the vocal， 
since it maust regulate not merely 8 few dijstinct voices but great harmonic 
masses (Orchestre 一 Pianoforte 一 and chamber-miasic compositions)，which only 
now and then give place to Smaller fewer-voiced tone-combinations， Instru- 
mental Imusic exhibits sucn an infinite variety of harmonic forms，that & 
systematic arrangement of these were impossible, A careful analysis of stan- 
dard compositions (as，for instance，the Beethoven Sonates) is the Surest 
method for gaining 3a perfect comprehension of this difficult subject，For 
this reason the student should devote as mnch time as possible to the most 
thorough and conscientious stuqdy of tnpe best instrumental works，A perfect 
comprenension of these WoIkSs is howeVveT impossible without a Knowledge 
of harmonic fguration，the subject of the following chapter， 


CHAPTER XXXL， 


Harmonie fguration . 


S 134 _ Harmonic fguration is Specificaly an instrumental form; in it the 
voices loose _ their individual melodic _ significance，and appear, in Smaller 
Trythmic divisions，as parts of one colleetive harmonic Voice. 


“计算 基 局 


+)》Here an organ point can be employed, the other voices taking up the SiXteent 一 企 gUT6S 
of the Bass。 


I31 


Im harmonic fguration we either retain the original number of melodie 
Voices，oT double each Voice in a different octave 一 according to the range 
of the instrument The laws governing the connection of harmonies must be 
observed in fguration; but since the ear is barely aljowed time to follow the 
of the 人 0 irregularities (as，for instance，for- 

Dn BITOg&Tessions) that are iiablet ir di 
3 0 ) 0 0ccur now and then，loose their dis- 
As Tegards forbidden octaves，we should distinguish whether they occur 
in the oTiginal Yoices，o7 merely as 8 consequence of the doubling of one 
of these Voices，This difference is readily seen, if we drop al repetitions of 
intervals，and represent the fguration in foulr-part writing， 


3492.。 


Octaves. 


343.。 3 3 | 
Doubling. | 


- 妇 5 
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The most important points in fguration are，the evolvin 
1 ， 0f 人 也 ， 
OF %04Ve，and 3 conscientious application of the same， 8 e 12goye 


Given harmonies. 


1、，Figuration， 


In the repetition of the fgure facility of execution must alWayS be an0 
important consideration; the strict application of the fgure may be dispensed 
with in cases where blayableness demands Such a couUrse， 


*) In the given four _voiced harmonies there is no doubling of the third in this chord of 
the sixth;， at this point howeveI the application of the motive dermands 


ASSSHSEE 


TI33 


In :6 of the above examples the pianoforte is supposed to be te per- 
forming instrumenti conseduently the second chord (G-triad) is arranged for 
the left hand in 8& manner not Tepresenting the position of voices in the ori- 
ginal chord of four parts The original disposition of the parts could, in fast 
tempo，be Qi 全 cult of execution， 


售 lmnpractical. 全 和 practical， 豆 
名 司 全 反 
本 天 | | 
三世 === 三 :三 三 | 
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$ 135. If the dimensions of the motive do not permit 0f its fall repeti- 
tion on smaller divisions of the measure，the Tepetition of a part will Suf- 
fice at these points; thbe rythmical movement must， however，be preserVed. 


$ 136. Suspensions are easily reproduced ip fguration 


Harmonic fguration sometimes appears in conjunction with melodic 全 - 
guration, This is seen in case 5 of exXample 344. 
ercise， Harmonize the following Basses，employing fguration. 


: | 忆 - [- 二 
0. 上 = 二 了 元 - 闪 G- 评 攻 直 
反 让 和 
4 3 43 录 3 


CHAPTBR XXXII 


下 hefree 了 Prelude， 


8 137. A_ valuable exercise is the writing 5f free chord-progressions，40- 
minated by no particular voice and going tbrough all sorts of modulations. 
Such exercises，wWhich need not take any of the distinct forms recognized in 
musical composition，should be characterized chiefly by Skiifal harmnoniza- 
tion 拉 They may either enad in the original key，or constitute 3 passing 
modujation; at the close the organ-point can be employed. 


| 全 


| 
| 
2 
人 


证 一。 人 eararmmaemmnee 


*#) The different forms 记 which musical thought is pre ri 7 
0 g presented，will become known to the 
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Wote. For the sake of clearness 让 would be advisable to employ 2& Sepa- 
rate sta 人 站 for each voice and to write the voices in their proper clefs. 


CHAPTBR XXXIIH 


Deviations from the laws 0f 了 armony. 


8 138. The laws of harmony being the outcome of experience，and cor- 
roborated as they are, by our Imusical instinct，are in the main incontro- 
vertible; but in a highly-dqeveloped harmonization the melodic tendencies of 
the voices are So powerful, that even the boldest deviations fom these 1awW8 
are sometimes justified by them. The preponderance of the melodic element 
and the infuence it exerts on chord-pTrogression is best exhibited in the irre- 
gular resolution of dissonant harmonies. 

It is obvious that a total disregard of the ljaws of natural Chord-con- 
nection can be indulged in only by the experienced composer，who, 记 the 
pursuance of aims higher than a mere pedantic，anDXious 0bserVance of TU- 
jes，knowingly deviates 人 om harmonic 1]aWs. 

The Dominant-Seventh chord、for 记 stance， would, according to the lawSs 
arising out of its very nature，have to Tesolve into the tonic triadi it cam， 
however，be resolved into other triads of its own or of strange keys，DTOVi- 
ded forbidden parallel progressions and cross-Trelations are avoided and me- 
lodious voice-leading is observed 
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The Dominant-Seventh can even resolve into a dissonant chord，provi- 
ded the voice-leading is g004. 


in like manner every dissonant chord can Tesolve into a chord other 
tban its resolution, if such a deviation be demanded by the voice-leading OF7 
the higher aims of the composer, 

These irregular resolutions of dissonant chords are called: itey7ttDteg@ 
cadences，0T deceptibe CQdertCes， 


OHAPTEBR XXXIV. 


Cadences (cl0seS). 


8 139. In concelusion let us complete and Systematize 0UT Knowledge of 
the different cadences，our treatment of wbich has hitherto been but 女 ag- 
Inentary， 

We have: 

Complete close (authentic). 
Half close and 
Deceptive cadence. 
The complete close consists of the harmonies of dominant and tonic. If 


both these chords appear in fundamental fprm, and the tonic triad moreover in 
octave position，the cadence is called perfeof otherwise 站 is termed ?ozDezject. 


[padt | 


Perfeet imperfect anthent， clos. 


和 
人 

下 二 三 二 二 于 三 到 全 三 二 | 三: 三 三 三 
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三 到 厂 IE 
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When the fundamental (in the Bass) of the Dominant resolves into & 
degree other han thbat of the tonic，we have 3 deceptive cadence. 


| 人 
亿 
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The Half-close is a full close reversed; the first chordq of the Half-close 
i the tonic triad or some chord of the subdominant groupi this is followed 
by thbe dominant-triad. 


In addition to these closes there is the so-called Playgal or Church close， 
which was mentioned in an earlier chapter. 

A_ further knowledge of cadences must be sought in the treatises on mu- 
Sical torm. 


